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Introduction 
 
One of my favorite things to do when visiting a museum, art center, or gallery is to wander 
into the bookshop and browse through all the books, magazines and other trinkets. If I had to 
speculate why I enjoy this so much, I reckon that it has something to do with that I am 
allowed–no, even supposed–to touch the books. This is a stark contrast to the exhibition 
space, where I have to keep my hands to myself. Even in my capacity as artist liaison, I touch 
artworks only while wearing white gloves to protect the works. In these bookshops, I 
especially enjoy flipping through photobooks, turning page after page. Often, I do not open a 
photobook on the very first page. I rather start in the middle of the book, flicking through the 
pages at a seemingly random order and returning to an image that caught my eye. This thesis 
focuses on exactly this experience: the relationship between the individual reader-spectator 
making their way through the photobook as they turn the pages.1  
The book as medium is traditionally the oldest way of storing and displaying 
photographs. Cultural critic Susan Sontag underlines this in On Photography (1973), where 
she argues that the book has been “the most influencing way of arranging (and miniaturizing) 
photographs.”2 This is because of the inherent qualities that the book offers to protect the 
delicate pictures from light and other damages. The photobook thus uses the shell and format 
of a familiar coat–that of the book–but wears this in a completely different manner, as the 
medium differs from the reproduction of photographs in newspapers, magazines and (picture) 
books, where photography has the sole function as the representation and illustration of 
occurred events. In ‘The Reproduction of Photographs and the Artist’s Book’ (2002), art 
historian Anne Thurmann-Jajes summarizes the difference between the reproduction of 
images in publications as illustrations and photography in photobooks when she states, “the 
artists’ book is not the bearer, but the medium of the artistic message.”3 Thurmann-Jajes 
                                                        
1 In this thesis I refer to the observing spectator as the ‘reader-spectator’ and the photographer as the ‘author-
artist’ when I discuss the medium of the photobook. This is because the audience of a photobook is not merely 
a reader or a spectator, but a combination of both. In the same vein, the authorship of the book is through the 
chosen terminology underlined. When discussing photography, film, video or other media that not explicitly are 
connected to the photobook, I refer to this audience as ‘spectator’ and the maker as ‘artist’.  
2 Sontag 1973, pp. 2-3. 
3 Thurmann-Jajes 2002, p. 20. Thurmann-Jajes differentiates between ‘photo book’ and the ‘artists’ photobook’, 
where she refers to the former as the mentioned newspapers, (picture) books, and other publications whilst the 
latter is the photobook made by the artist. The photobooks I discuss in this thesis are all photobooks made by 
artists but printed in edition by a publisher and as such none of my case studies are individual copies of artists’ 
books or artists’ photobooks. Marcel Broodthaers’ A Voyage on the North Sea, discussed in Chapter 3, is the 
only case study I discuss that does not have an ISBN number, but this publication has an edition of 1,100 copies. 
 4 
provides her reader with a history of the development of photobook as medium on its own. 
She recognizes a spurt of growth in the popularity of the photobook in artists’ practice during 
the 1960s. During this decade, the media of the moving image were developing rapidly, 
which caused the printed pages to become more and more obsolete: the printed medium 
became superseded by television, video, and film. This growing obsolescence of the printed 
media gave artists the possibility to appropriate these media. The production of the 
photobook was also a way in which artists could produce art without having to enter into the 
dynamics of the capitalist art world, deliberately opposing “social, political and cultural 
strategies of power” as they could self-publish and distribute the books without being 
dependent on institutions such as museums or galleries.4 By appropriating the medium of the 
book with renewed enthusiasm, artists began to interiorize a medium that had almost become 
a connotation for photography itself.  
When looking at the photobook as medium, it becomes apparent that the photobook 
has mostly been discussed as a presentation and storage tool but not as a medium of its own. 
Approaching the photobook as a medium from a historical perspective, it is interesting that 
the photobook, when discussed in an academic framework, has been theorized in matter of 
style and substance, looking at the evolution of the design and content of the photobook, but 
not in audience experience. Art historian Stephen Bury’s Artist’s Books: the book as a work 
of art, 1963 – 1995 (1995), art historian Stefan Klima’s Artist’s Books: A Critical Survey of 
the Literature (1998) and the three-volume series The Photobook: A History (2004-2014) 
written by photographer Martin Parr and art and new media historian Garry Badger, for 
instance, provide a thorough overview of the published photobooks and describe their variety 
and functions. As art historians Hilde Van Gelder and Helen Westgeest emphasize in 
Photography Theory in Historical Perspective (2011) however, books such as Parr’s and 
Badger’s The Photobook: A History lack a discussion of the function of the photobook in 
comparison to the single photographic print.5  
                                                        
The difference between the artists’ photobook in edition and the artists’ (photo) book as individual work is 
interesting for further research, as in this thesis I do not dive into this difference.  
4 Ibid., p. 23.  
5 Van Gelder and Westgeest 2011, p. 94. Van Gelder and Westgeest have already noted this in their 2011 
Photography Theory in Historical Perspective. At the time of their publication, Parr and Badger had only written 
two volumes of The Photobook: A History. The third volume continues to look at the variety of the different 
subjects of photobooks and not at the medium of the photobook; Van Gelder’s and Westgeest’s remark stays 
valid. Other examples of historiographies of artists’ books include Edward Ripley-Duggan, Book Arts Collections: 
A Representative Selection (1989), Betty Bright, No Longer Innocent: Book Art in America 1960-1980 (2005), to 
name a few examples.  
 5 
The relationship between photobook and reader-spectator is initiated by the latter. 
Photobooks allow their spectator ownership over their artistic experience as the spectator has 
to actively turn the pages to make their own journey through the photobook. The reader-
spectator enters, literally and figuratively, the photobook as they make their way through the 
pages by opening the book’s cover. The reader-spectator will skip pages, open the photobook 
by the back of the book, or will only look at certain chapters that appeal to them. Art 
historian Blake Stimson argues in The Pivot of the World. Photography and its Nation (2006) 
that, “the photographic essay was born of the promise of another kind of truth from that given 
by the individual photograph or image on its own, a truth available only in the interstices 
between pictures, in the movement from one picture to the next.”6 It is through the contextual 
relation in the photobook but actualized by the reader-spectator, who is incorporated into the 
experience of the photobook, that meaning and experience is created. This idea of the 
spectator being incorporated or imbedded in creating the experience of an art work is not 
new. In 1797, art critic Denis Diderot described artist Horace Vernet’s landscape paintings as 
if he could step into the two-dimensional plane and explore the landscape. As art historian 
Gillian Pierce notes,  
 
Diderot enters into the paintings he describes, appropriating them into the canvas of 
his own languages of ekphrasis, criticism and fiction, in some cases “entering” more 
explicitly through the diction of physically placing himself into the boundaries of the 
frame of the tableau on which he is commenting in order to explore verbally what he 
finds there.7 (original emphasis) 
 
In my previous thesis, The “Becoming” Spectator. The act of walking as 
interpretative approach (2017), I looked at the manner in which the act of walking as 
philosophical approach could be used as a method to interpret the subjective spectator 
experience of exhibitions and installations.8 The act of walking creates a physical relationship 
between the self and their surroundings, but is also connected to thought and creating space 
to reflect and ponder. In Wanderlust. A History of Walking (2001), journalist Rebecca Solnit 
                                                        
6 Stimson 2006.  
7 Pierce 2012, p. 70.  
8 I wrote my earlier thesis for the Research Master program Arts and Culture, Contemporary Art in Global 
Perspective, Leiden University, from which I graduated in February 2018. As I am interested in both 
contemporary art history and film, photography and video, I decided in 2016 to combine the two Master 
programs.  
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emphasizes this when she states that the “rhythm of walking generates a kind of rhythm of 
thinking, and the passage through a landscape echoes or stimulates the passage through a 
series of thoughts.”9 It is thus no surprise that the act of walking is a highly practiced pastime 
amongst philosophers, such as Immanuel Kant, Søren Kierkegaard, Georg Wilhelm 
Friedrich, Thomas Hobbes, Friedrich Nietzsche, Maurice Merleau-Ponty, and Jean-Jacques 
Rousseau–to name a few. Rousseau writes his Reveries of a Solitary Walker (1872) as if he is 
going for a walk and is taking his reader with him. The chapters of Reveries of a Solitary 
Walker are thus referred to as “walks”. During these walks, he shares autobiographical 
anecdotes, associatively alternated by situations he encounters during his walks. This kind of 
meandering in writing is later referred to as a writing technique called the stream of 
consciousness. This technique, due to the impressions that keep popping up, seemingly 
interfering with the storyline as presented to the reader, can be interpreted as a manner to 
practice the act of walking in a textual manner.  
What stood out to me when looking at the philosophical approach of the act of 
walking was the fact that within the art historical debate on spectatorship, the act of the 
walking spectator and the attached self-reflective qualities had not yet been discussed.10 The 
debate on embodied spectatorship and installation art, where the spectator and their physical 
body is considered when experiencing an installation, became the first notion of the idea of 
the walking spectator. Art historian Anja Novak’s emphasis on the spectator as performer in 
Ruimte voor beleving. Installatiekunst en toeschouwerschap (2010, translation: Room for 
Experience. Installation art and spectatorship) played an important role in my understanding 
of the relation between the subjective spectator and the (installation) art work. Novak argues 
that within art historical discourse, the materiality of an artwork–the formal aspects–is 
emphasized rather than the experience the artwork evokes. The interplay between artwork 
and spectator is triggered not only by personal memories and references, but also by physical 
                                                        
9 Solnit 2001, p. 6.  
10 It is interesting however to notice that walking and movement, both as a practice and approach, is gaining 
more attention in the art historic theoretical field but also as curatorial interest. Online magazine InterActive is 
dedicating its April 2018 issue to Walking Art/Walking Aesthetics, comparative literature and film scholar Asli 
Özgen-Tuncer’s thesis on the use of pedestrianism in cinema, The Image of Walking (2018), has just been 
published and the exhibition Danh Vo: Take My Breath Away in the Guggenheim in New York (currently on 
show) focusses on movement, as well as the Amsterdam Municipal Art Acquisitions Call for 2018 that focused 
on the subject of movement. The rise of literature (both popular and scholarly) includes among other Rebecca 
Solnit’s Wanderlust: A History of Walking (2001) and A Field Guide to Getting Lost (2005), K. Benesch and F. 
Specq’s Walking and the Aesthetics of Modernity. Pedestrian Mobility in Literature and the Arts (2016), Geoff 
Nicholson’s The Lost Art of Walking: The History, Science, Philosophy, Literature, Theory and Practice of 
Pedestrianism (2008), Frédéric Gros’s A Philosophy of Walking (2014), and Tom McDonough’s The Invisible 
Flâneuse: Gender, Public Space and Visual Culture in Nineteenth Century Paris (2006).  
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sensations and bodily movements. The spectator as performer is reminiscent of performance 
art, where an audience is present, thus making the subjective experience an act. Novak 
nuances this when she underlines that “the dictum of the viewer as performer should be 
understood as referring primarily to the viewer’s experience of her own interaction with the 
installation, and only secondarily as referring to her visible behaviour.”11  
I recognized in Novak’s performative spectatorship an attitude which allowed for an 
openness that I connected to the act of walking. This attitude is characterized by the tangible 
relationship between the self and their surroundings, creating a spectatorship that I found to 
be focusing on “becoming”. The “becoming” spectator is in the midst of the so-called walk: 
the experience of the artwork is dependent on the individual spectator, but I would like to 
emphasize that this experience, like the philosophical walk, is ongoing.12 The spectator’s 
experience of the artwork does not end when leaving the exhibition, installation or project 
space. The physical movement through the exhibition space forms a connection resonating in 
the mind, and thus in understanding the experience as well. I have argued that by approaching 
the “becoming” spectator through the medium of walking, “it becomes an attitude through 
which the spectator keeps surprising [themselves], reaching out to more layers as there 
continue to be more paths to be discovered.”13 The object-subject relationship between 
spectator and artwork constantly shifts, laying bare many relations possible between spectator 
and surroundings.  
In light of The “Becoming” Spectator, I aim to analyze the reader-spectator’s 
experience of the photobook by approaching this experience through the same vein of the 
concept of the act of walking. When making this comparison, it needs to be acknowledged 
that walking through a physical space differs from the act of walking applied as metaphorical 
tool to describe the experience of exploring a photobook. An exhibition space or installation 
is often set up a lot less linear than a photobook, although I argued in The “Becoming” 
Spectator that the spectator in an installation or exhibition space is influenced to move in a 
certain manner to experience the space as a whole construction. With its numbered pages and 
similarity to linear textbooks–which are read in a structured way–the photobook holds its 
reader-spectator in an even firmer grip. Like walking through an installation or exhibition 
space however, the reader-spectator has to make their own way through the photobook, 
                                                        
11 Novak 2010, p. 247.  
12 Poot 2017, p. 57. I proposed the term the “becoming” spectator in my previous thesis, hence its title The 
“Becoming” Spectator. 
13 Ibid.  
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choosing their own path as they are turning the pages. This path can be the author-artist’s 
proposed so-called route from first to last page, but also the reader-spectator’s seemingly 
random turning of the pages.  
At first glance, walking as a physical act and the reader-like walking through a 
photobook share the superficial characteristic of the possibility of freedom, as both the 
chosen path through the photobook and through walking is steered by the reader-spectator’s 
unique personality and life experience, which is not completely controlled by the author-artist 
and as such can have an unpredictable outcome. In this thesis, I aim to substantiate this claim. 
The reader-spectator’s hand turning the photobook’s pages are reminiscent of the wanderer’s 
feet exploring a path. To underline this argument, the act of walking is interpreted as 
metaphor. Where in an installation or exhibition space the spectator approached the artworks 
literally through their feet, now the reader-spectator approaches the photobook with their 
hands. In approaching the reader-spectator experience from this perspective, this research 
becomes also an investigation of the medium of the photobook. As argued above, the 
photobook has not received much attention as a medium of its own, rather only as a 
convenient manner of combining and keeping photographs. This leads my research to 
investigate what happens when approaching the photobook as an artform, especially focusing 
on the reader-spectator experience. In this thesis I argue for an interpretative approach that 
comprehends the explorative reader-spectator to be an inherent spectatorship to and part of 
the medium of the photobook.  
In the first chapter, I begin my research of photobooks by discussing two photobooks 
that offer their reader-spectator different narratives through which they can make their way. 
The photobooks I discuss are German photographer Eva Bertram’s 2 Ein Kind (2010) and 
Dutch designer Vanessa van Dam and Dutch photographer Martine Stig’s Any Resemblance 
to Existing Persons Is Purely Coincidental. Stories of Mr. Wood (2004-6), The appendix 
offers an overview of the photobooks discussed in this thesis, where I have stipulated the 
structure of each photobook. In analyzing the different narratives, I look again at the notion 
of becoming in the reader-spectator experience as proposed in performance studies. 
Furthering this line of exploration, I turn to other scholars than referred to in my previous 
thesis to analyze the construction of experience, such as Amanda Clark and Shelley Jackson.  
 I take this focus on the construction of experience with me into the second chapter 
where I research the artistic practice of the act of walking and the concept of nomadism, as 
proposed by Gilles Deleuze and Félix Guattari in A Thousand Plateaus (1980). Nomadism 
can function as resistance tool against superimposed social structures, a quality that Michael 
 9 
de Certeau connects to the act of walking in The Practice of Everyday Life (1984). To 
research how the act of walking can be employed as artistic tool, I turn to the artistic avant-
garde practice of the Internationale Situationniste, before I turn to Dutch photographer Esther 
Hovers’ photobook False Positives (2017), combining walking, art and the photobook 
together. Hovers expects her reader-spectator to “get lost in the pages, and to make their own 
patterns and montages out of the pages of the photobook” and is thus explicitly looking for 
the wandering reader-spectator.14 
 In the third and final chapter of this thesis, I turn to the photobook as medium. To 
discuss the mediality of the photobook, I analyze the photobook by introducing the medium 
of the slideshow. This chapter will hence theoretically complement the two previous 
chapters. Making a thorough comparison, I will focus on the similarities and differences in 
both media, looking especially at the position that the author-artist and the reader-spectator 
are expected to take in the respective media. I will provide an overview of both media, in 
which theories provided by Darsie Alexander, Eva Ehninger and Hilde Van Gelder and Helen 
Westgeest are of much importance. In conclusion, I will argue that the medium of the 
photobook asks an active engagement of its reader-spectator, which can be interpreted to 
share similarities with the act of walking as interpretative approach. 
In summary, this thesis explores the reader-spectator and the creation of their 
subjective experience through the movement of the act of walking when turning the pages of 
a photobook. The act of walking–in its philosophical interpretation where walking creates a 
relationship between the self and the context that one is in–functions as method to approach 
and describe this experience. The research here presented is interdisciplinary, consisting of 
theory from art history, philosophy, performance studies, feminist and women studies, 
comparative literature studies, and media studies, but also stems from my previous thesis The 
“Becoming” Spectator.15 This thesis aims to broaden, nuance, and perhaps even open the 
debate on the photobook as a medium by discussing the individual, subjective reader-
spectator experience.  
 
                                                        
14 Conversation between the author and Hovers, 12 June 2018.  
15 For further reading, I highly recommend Rebecca Solnit’s Wanderlust. A History of Walking (2001), Ton 
Lemaire’s Filosofie van het landschap (translation: The Philosophy of the Landscape, 1970), Eva Ehninger and 
Antje Krauss-Wahl’s In Terms of Painting (2016), Gilles Deleuze’s and Félix Guattari’s A Thousand Plateaus 
(1980), Hilde Van Gelder and Helen Westgeest’s Photography Theory in Historical Perspective (2011), Darsie 
Alexander’s Slideshow (2005), Rosi Braidotti’s Op doorreis. Nomadisch denken in de 21e eeuw (2004), and my 
own previous thesis The “Becoming” Spectator. The act of walking as interpretative approach (2017).  
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Chapter 1 
Exploring Narratives in Photobooks 
 
In The Handmade Artists’ Book: Space Materiality and the Dynamics of Communication in 
Book Arts (2013), art historian Amanda Clark states that linear textual narrative is one of 
many ways to understand an artist’s book as she underlines that these books should be 
conceived “more broadly as story told in sequence as presented in book form regardless of 
text.”16 A linear textual narrative appears to be considered inherent to the book as medium.17 
This seems to be especially the case when a book is based on language (textuality), which is 
depended on grammar rules and sentence structures to construct meaning.18 A book based on 
visual imagery, such as a photobook, functions differently however. When opening a 
photobook, the reader-spectator is confronted with the photograph rather than text, and thus 
observes the photograph in its entirety in one glance: the first impression is of the image as a 
whole rather than reading the words that form the sentence. However, the photograph in the 
photobook still belongs to the greater context of the photobook, which cannot be consumed in 
its entirety at first glance. Alike a text-based book, pages need to be turned. 
In this first chapter, I approach the medium of the photobook by analyzing the 
functioning of different narratives within photobooks: the narrative constructs the greater 
context to which the photograph in the photobook belongs to. To do this, I focus on Eva 
Bertram’s 2 Ein Kind (2010) and Vanessa van Dam’s and Martine Stig’s Any Resemblance to 
Existing Persons Is Purely Coincidental. Stories of Mr. Wood (2004-6, hereafter referred to 
as Stories of Mr. Wood). Whilst discussing these photobooks, I will consider the extent to 
which these narratives allow their reader-spectator to perform a wandering and a free 
exploration to construct their experience. In doing so, I will incorporate philosophers Gilles 
Deleuze’s and Félix Guattari’s perspectives on the construction of experience and 
interpretation. The act of walking is interpreted as a practice of becoming, proposed by 
theatre scholar Hans-Thies Lehmann. 
 
1.1 Linear Narrative: Eva Bertram’s 2 Ein Kind  
Photographer Eva Bertram’s photobook 2 Ein Kind offers the reader-spectator a 
chronological overview of the development and growth of Bertram’s daughter, Herveva, 
displaying photographs from the period 1998 to 2009 (Figs. 1-6). The reader-spectator 
                                                        
16 Clark 2013, p. 5.  
17 Ryan, Foote and Azaryahu 2017, p. 66. 
18 Ibid.  
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watches the girl grow, eat, sleep, and play dress up as she develops from baby to toddler, 
from toddler to child (Figs. 2-5). The portraits of the daughter are alternated with still life 
images of the girl’s toys, stacked trinkets, and food that has been played with (Fig. 5). 
Through the chronological narrative of the recording of passed time as the photobook 
documents the daughter’s navigatio vitae, 2 Ein Kind supports a strong linear narrative. 
Photography historian Ulrich Pohlmann emphasizes that Bertram is aware of the role of 
photography in creating representations of cultural conventions of the family image.19 The 
cultural conventions Pohlmann refers to are described by comparative literature scholar 
Marianne Hirsch as the “familiar gaze”, where the spectator focuses on the supposed family 
relations depicted in the photographs.20 When the spectator looks at the photographs, they 
project their own familiar (family) relationships to the people presented in the photographs. 
The similarities are not only present in the subject matter but also in the narrated 
chronological order of the photobook: the child grows as time goes by.  
According to Pohlmann, Bertram’s strategy to “avoid a domesticized, as well as 
controlled look, yes, to finally overcome this, Eva Bertram engaged in a dialogue with her 
daughter.”21 In the photobook’s accompanying essay ‘The Casual Look’, Pohlmann 
continues this argument when he states that Bertram and Herveva together picked out the 
images that were published in the photobook, giving the child a sense of ownership over the 
images that are shared with the world. The dialogue between photographer (the mother, the 
maker) and the photographed (the daughter, the subject) was constructed through the active 
involvement of both daughter and mother in the making of this photobook, both having 
agency in the creation of the narrative.22 In opening this dialogue, Bertram deliberately tries 
to move away from the earlier mentioned culturally constructed representation of the family, 
in this case the relationship between mother and daughter. In doing this, Bertram changes the 
process of the construction of the family photobook. The presented outcome that the reader-
spectator is presented with however continues to be a constructed representation of family 
images, as it remains the process of the artist-mother recording the development of her 
daughter and their relationship.  
                                                        
19 Pohlmann 2010, p. 118. 
20 Hirsch 1998, p. xv.  
21 Pohlmann 2010, p. 118. 
22 Ibid. Bertrams and her daughter picked the published photographs together, making sure that the 
photographs taken of Herveva show an image with which both mother and daughter are comfortable with. Of 
course, one can argue that a eleven-year-old child only has so much understanding of how the images published 
will affect her later in life.  
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Although 2 Ein Kind is not an ordinary private family photo album but an artists’ 
photobook, this photobook shares similarities with my own personal family photo album. 
Both the subject and the lay-out of Bertram’s photobook reminds me of my own family photo 
albums, as the images and narrative of the playing, growing child are familiar.23 These 
similarities of narrative, context and content cause a recognition that allows me to browse 
through the photobook without having to follow the chronological order presented by 
Bertram. The familiar gaze allows me to consume the photographs in a random order. I 
continue to understand the narrative of the photographs, because I know that there is an 
underlying chronological order, allowing me to mentally piece the narrative of 2 Ein Kind 
together. 
 
1.2 Linear Narrative: Vanessa van Dam’s and Martine Stig’s Stories of Mr. Wood  
As Bertram tries to find a manner to consciously move away from the cultural construction of 
the representation of her daughter, designer Vanessa van Dam and photographer Martine Stig 
explicitly look for ways to underline the construction of identity in their photobook Stories of 
Mr. Wood (Figs. 7-24). Although Bertram and van Dam and Stig share that they are looking 
at the construction of identity, Van Dam and Stig are interested in how the framing of context 
alters this construction. As such, they intentionally try to present a traditionally fixed identity. 
Van Dam and Stig emphasize that the presented context through which photographs relate to 
each other determines the experience of reality. In other words, they look at how context is 
created through the construction of storytelling and, as van Dam points out, “how this 
construction determines the way we put the things we see and experience in order.”24 To 
research this contextuality, van Dam and Stig created a series of variables through which the 
fictional character of Mr. Wood is constructed. The series of variables take the shape of 
questions that van Dam and Stig need to answer, ranging from “Start at 12 o’clock in the best 
known park in town. Wait till you see a man holding a newspaper. This is Mr. Wood. Take 
his picture” to “Take pictures of each group of at least five persons […] and name their 
relationship to Mr. Wood” (Fig. 13-4; Fig. 21-2).25 The information that van Dam and Stig 
collect is based on how a stereotypical Hollywood character would be created, starting with 
his physical appearance and his profession, but then developing this character further as they 
have to figure out his supposed secrets and dreams (Figs. 8-23). The series of variables needs 
                                                        
23 Chalfen 2002, p. 141.  
24 Van Dam 2008. 
25 van Dam and Stig 2004-6, p. 21; p. 109. 
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to be performed in a city specifically, as the first direction places van Dam and Stig in the 
best-known park in town on their first day. Continuing this line of direction, the tasks 
proposed in the series of variables guide the author-artists through a city. Where in the 
previous case study the author-artist did not explicitly walk, the act of walking is pivotal in 
the photobook by van Dam and Stig.  
The performance of series of variables is structured around a timeframe of ten days. 
Each day, van Dam and Stig are presented with ten to fifteen questions and tasks that they 
have to answer or carry out within that day. The photobook Stories of Mr. Wood is the 
outcome of the ten day performance of this series of variables by van Dam and Stig. In the 
photobook, the outcome of the series of variables is shown twice, once in Bombay, India and 
once in Los Angeles, the USA. As expected, the answers to the series of variables differ 
greatly. When looking at the first question, Bombay-based Mr. Wood is “a man of around 35 
years. He has short dark hair and a moustache. He wears glasses with a golden-coloured 
frame” (Figs. 10-2) 26. Mr. Wood from Los Angeles is “a man of around 27 years old. He has 
short hair. He wears grey trousers and a light blue shirt” (Figs. 18-20).27 The linear narrative 
unfolds in this manner, leaving many–if not all–characteristics and developments of Mr. 
Wood up to chance encounters (Figs. 13-15; 21-3).  
The series of variables forms the framework for both the performance and the 
photobook, as it not only guides van Dam and Stig through the development of Mr. Wood, 
but also becomes the reader-spectator’s narrative of the photobook. The reader-spectator 
follows the progress of van Dam’s and Stig’s research of creating Mr. Wood. The 
photographs in Stories of Mr. Wood need the context of the series of variables. Without these 
variables, the photographs lose their context and thus their meaning, but through the variables 
the photographs continue to represent an element attached to Mr. Wood. 
Both 2 Eind Kind and Stories of Mr. Wood present their reader-spectator with a 
chronological development of the narrative over an amount of time, whether that is eleven 
years or ten days. In both photobooks the meaningful subject is created through the 
relationship with the photographer. Both Bertram and van Dam and Stig present the reader-
spectator with a chronologically built narrative. However, Bertram’s narrative is familiar, 
thus allowing the reader-spectator freedom to browse, whereas van Dam and Stig present 
their reader-spectator with a text-based visual research with which the reader-spectator has to 
                                                        
26 Ibid., p. 21.  
27 Ibid., p. 263.  
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walk along.28 In answering the variables, van Dam an Stig often refer to specific pages 
further along in the photobook, presenting visual material as an answer, thus coercing their 
reader-spectator to follow the presented path through the pages. This causes for a continued 
linearity, even when creating one’s own narrative out of the sum of the two stories.29  
 
1.3 Structures of Reader-Spectator Interpretation 
Both Bertram’s and Van Dam’s and Stig’s photobook adheres to a structure of interpretation 
that is linear and dualist. This is specially the case with van Dam and Stig as their photobook 
is structured around a text-based narrative. This way of interpreting material can be seen as 
corresponding to Gilles Deleuze’s and Félix Guattari’s arborescent model, in which there is 
only one way of reading the work, and it follows linearly connected narrative steps. 
Returning to Clark and her discussion of linear narrative in artist’s books, she suggests that 
we move beyond this linearity and start to “consider artist’s books as powerful, dynamic, 
communication tools.”30 The communication of the artists’ book communicates through its 
materiality with the reader-spectator, which Clark describes as the “physically intimate 
interchange between object and viewer.”31 This intimate interchange is created through the 
individual reader-spectator making their way through the photobook, as they turn the pages 
and decide where to linger, return to, or skip.  
This engagement between reader-spectator and photobook as a manner to move further 
than the presented linearity is reminiscent of Deleuze’s and Guattari’s concept of the 
rhizome, which they place opposite of the arborescent model.32 The rhizome can be defined 
                                                        
28 In the second part of the book, Part 2: Los Angeles, more freedom is possible–and even stimulated–through 
the comparison between the Bombay-based Mr. Wood and the Los Angeles-based Mr. Wood. Even though the 
story of Mr. Wood on the two different continents is vastly different, the method that Van Dam and Stig 
followed is the same. This enables a comparison between the two stories. Although the method consists of set 
questions, the answers to these questions are dependent on chance and can be interchangeable: as spectator, 
you can create your own Mr. Wood, where Bombay-based Mr. Wood has the job of Los Angeles-Based Mr. 
Wood and vice versa.  
29 The option to creating one’s own story through the grips given by van Dam and Stig only becomes apparent 
however when having read the book from cover to cover–and even with this realization in the back of one’s 
mind, the questionnaire remains the common thread of the narrative. 
30 Clark 2013, p. 9.  
31 Ibid.  
32 Deleuze and Guattari 1987 (1980), p. 5. On a critical side note, Deleuze and Guattari introduce both the 
concept of the aborescent model and the opposed rhizomic structure. They then continue to present the latter 
as alternative for the former. In doing so, Deleuze and Guattari react against something that they themselves 
defined just to present the alternative structure of the rhizome. The concept of the tree model stems from 
genealogy and shares similarities with how knowledge is shared and as such is interpret and experienced. 
However, that Deleuze and Guattari simultaneously define a structure that they recognize to be the currently 
existent structure and propose an alternative structure without evaluation or discussion in the field of 
epistemology is too simplistic and should be up for discussion in further research.  
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as theory that allows for non-hierarchical and multiple interpretations and representations, by 
arguing for open and unstructured access points to approach content. Where the arborescent 
model refers to the development of a tree, with clear lines of descent, the rhizome refers to a 
potato or ginger, where the roots can sprout anywhere on the plant. The rhizome can act as an 
alternative to the dominant paradigm of the tree-structure and the chronological narrative. In 
A Thousand Plateaus (1980), Deleuze and Guattari argue for the necessity for the multiple, 
“with the number of dimensions one already has available” as an opposition to this singular 
narrative, thus proposing an alternative manner to create experience and interpretation 
without abandoning the prior system completely.33 As philosopher Brent Adkins explains in 
his critical guide to A Thousand Plateaus, “the key to the rhizome, and the reason Deleuze 
and Guattari take it up as a way of thinking about not only books but things in general, is that 
the rhizome continually creates the new. It is not predictable.” 34 
A rhizome creates a lateral structure rather than a hierarchical one and in doing so, allows 
a multiplicity to take place. Rather than something being a definite ‘this’ or ‘that’, something 
is always ‘and … and … and’. What this means in A Thousand Plateaus is that “each plateau 
can be read starting anywhere and can be related to any other plateau.” 35 Rather than starting 
at the first page (the so-called ‘root’ of the text) and following presented argument, as the 
writer takes the reader by their hand, the reader can start reading at any point in the book. 
Every new connection that is made by each individual person is referred to as a “line of 
flight”, which can be compared to one of the sprouts springing from the rhizomic plant, 
Adkins stresses.36 The line of flight is subjective and individual as it belongs to someone’s 
own, individual experience. As these lines of flight create new, unpredictable connections, 
they become a strategy of de-terrorization of the familiar.  
During the 1990s, with the rise of computer technology, it seemed new media would 
transform literature in its entirety.37 Hypertext, or hyperlink text, is computer-written text 
where the reader can decide in what order they would read the novel, getting the chance to 
jump between different narratives, perspectives and background information.38 Novelist 
                                                        
33 Ibid., p. 6.  
34 Adkins 2015, p. 23.  
35 Ibid., p. 22.  
36 Ibid., p. 7.  
37 Coover 1992. “The End of Books” in The New York Times; Richard A. Lanham, 1993. The Electronic Word: 
Democracy, Technology, and the Arts, Chicago: University of Chicago; George P. Landow, 1992. The Convergence 
of Contemporary Critical Theory and Technology. Baltimore: John Hopkins; to name a few scholars who 
discussed hypertext as competition for the traditional novel.  
38 Hackman 2011, pp. 85-6.  
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Robert Coover praises the non-linear space that hypertext creates for the reader in his article 
‘The End of Books’, where he describes the relationship between writer and reader as “co-
learners or co-writers, as it were, fellow travelers in the mapping and remapping of textual 
(and visual, kinetic and aural) components.”39 Coover connects the digital narrative to that of 
a landscape or maze which the reader has to discover: the reader-spectator as wanderer is the 
expected mode. The more equal relationship between reader and writer, in addition to the 
possibility to explore the hypertext novel in several equal manners, is reminiscent of the 
rhizomic experience of the reader that Deleuze and Guattari proclaim. Shelley Jackson, writer 
of the hypertext novel Patchwork Girl; or, a Modern Monster (1995), argues for a greater 
reader self-reflexivity when she comments on the connection between turning a page and 
clicking a hyperlink. The responsibility that hypertext places on the reader is also present in 
analogue text, according to Jackson, when she states that 
 
Turning the page, for example, has become an invisible action, because it has no meaning 
in most texts[;] the little pause it provides is as unreflective as breathing, but if we 
expected something different, or sought to interpret the gap, we might find ourselves as 
perplexed by that miniature black-out as by any intrusive authorial device we get 
exercised about in experimental literature or hypertext.40 
 
The rhizomic reader-spectator that the hypertext novel demands its reader to be, is aware of 
their involvement in the narration of the story.41 
 
1.4 The “Becoming” Narrative of the Photobook  
Turning towards the reader-spectator and their involvement in the narrative that according to 
Jackson all books–and thereby also the photobook–demand, it is interesting to look at the 
differences between the roles of the author-artist and the reader-spectator in experiencing the 
photobook. Until thus far, I have approached the photobooks by Bertram and van Dam and 
Stig from the perspective of the narrative presented by the author-artists. This narrative is the 
                                                        
39 Coover 1992. 
40 Jackson 1998. 
41 The hypertext novel in its structure is reminiscent of David Foster Wallace’s novel Infinite Jest (1996). The 
hypertext structure is especially apparent in the structure of the footnotes, which sometimes are pages long in 
and of themselves, going off on never-ending tangents before letting the reader return to the ‘main’ narrative 
which at that point they had completely forgotten about. It’s also an extremely non-chronological book where 
the reader has to infer what the actually relevant events are that happened outside of the text in the book. 
Infinite Jest is as such a novel in which hypertext definitely manifested in actual literature.  
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frame of the photobook and as such inherently intertwined with the author-artist. The 
experience of the photobook however, belongs to the reader-spectator. When first opening a 
photobook, like my own experience I described in the introduction of this thesis, the reader-
spectator–almost fickle–browses through the pages when deciding whether to invest more 
time and energy in the photobook. It is this first exploration, the first steps into the 
photobook, that is the starting point of the walk through the photobook. In this initial 
acquaintance, the reader-spectator is not aware of the narrative presented in the photobook by 
the author-artist and thus experiences the most freedom to browse through the pages. The 
author-artist has no control over this initial exploration of the reader-spectator.  
This freeform exploration is reminiscent of theatre scholar Hans-Thies Lehmann’s 
commentary on post-dramatic theatre during the 1980s. Lehmann recognized that a paradigm 
shift occurred where the emphasis changed from a focus on the narrative to a focus on the 
experience of the spectator: “the transition from reason, the definition given by the maker as 
truth and the experience of the overall coherence of the shown piece, to an experience in 
which the meaning of an experienced piece is rather interpreted as chora.”42 In performance 
studies, especially in the theory surrounding post-dramatic theatre, the individual subjective 
experience of a theatre play is compared to the Greek concept of chora. Chora refers to being 
in the midst of a process; in the midst of becoming, where the spectator experience as 
unfolding process becomes more important that the narrative.43 Approaching the first 
exploration of the reader-spectator from the concept of chora, the initial acquaintance with 
the photobook is where the reader-spectator can be most free in deciding their path through 
the pages.  
It is when the reader-spectator moves beyond this first exploration of the photobook 
that they begin to walk within the margins that the author-artist has set in their photobook and 
as such, the emphasis from then on lies on the author-artist’s narrative. As the reader-
spectator familiarizes themselves with this narrative, the meaning of the photobook is 
constructed. Philosopher Ton Lemaire explicitly connects the construction of meaning to the 
act of walking in Filosofie van het Landschap (1970, translation Philosophy of the 
Landscape) when he argues that the distance walked does not represent the geographical 
space, but rather the subjective space as experienced by the individual journeyman.44 The 
                                                        
42 Lehmann 2006 (1999), p. 38. 
43 It is not coincidental that Deleuze and Guattari’s A Thousand Plateaus is published in 1980: a paradigm shift 
towards spectator experience was not only recognizable in performance studies but occurred on a bigger scale, 
which has been recognized as poststructuralism in the philosophical debate. 
44 Lemaire 2007 (1970), p. 15.  
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landscape is constructed and every individual will construct this landscape in a different and 
inherently personal manner: the journey itself is different than the path, alike the experience 
of looking at a map is different than walking through a city. When applying this 
argumentation to the photobook, the narrative of the photobook is the author-artist’s 
construction of experience which they share with their audience. The reader-spectator is 
presented with this experience in the format of photobook, making the photobook itself the 
landscape through which the reader-spectator makes their way. As the reader-spectator 
familiarizes themselves with the photobook, their experience can be compared by following 
the presented path of the author-artist that the reader-spectator is discovering.  
 
Both Bertram’s 2 Ein Kind to van Dam’s and Stig’s Stories of Mr. Wood carry a 
chronological narrative. The act of walking functions as manner to construct the narrative: 
where Bertram documents her daughter’s navigatio vitae, van Dam and Stig are using 
walking as a method to create the content of their photobook: the author-artists walk, not 
their subject. Bertram, van Dam and Stig share that they present their reader-spectator with 
their own experience, which form the margins of the photobook. These margins form the 
context in which the reader-spectator wanders. When encountering the photobook at first, the 
reader-spectator is exploring, wandering freely through the photobook: it is here that the true 
rhizomic attitude takes place. Like the unfolding hypertext is compared to the exploration of 
a landscape, the physical photobook can also be compared to a landscape through which the 
reader-spectator negotiates their way.  
The difference between the two chronological narratives is that in Stories of Mr. 
Wood, the reader-spectator is has to follow the presented path of the development of the 
character of Mr. Wood. Without the guidance of the written down variables, the photobook 
loses its narrative. In comparison, 2 Ein Kind does not suffer from the risk of narrative loss as 
Bertram employs the familiar gaze of family photography to make the reader-spectator 
recognize the structure of the photobook, even though she explicitly tries to move away from 
the connotations of vernacular photography. The recognition of the narrative causes the 
reader-spectator to be able to move through the book more freely. Narrative thus 
accommodates the extent to which a reader-spectator can wander through the photobook. 
Moving further than the initial browsing through the pages, the reader-spectator remains part 
of the narrative presented by the author-artist, however, and as such has to follow the 
presented path. 
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In the following chapter, I compare the artistic approach of the wandering spectator in 
the photobook to other artistic practices that assume a wandering audience. In doing so, I will 
turn to the question how the act of walking as resistance has been employed, delving further 
in the philosophical approach by Deleuze and Guattari. 
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Chapter 2 
Walking as Resistance 
 
In False Positives (2017), photographer Esther Hovers researches the appearance of 
normative behavior. Humans are constantly observed by surveillance systems implemented 
by governments and carried out by municipalities, in this instance in Brussels, Belgium (Figs. 
25-41). These surveillance systems record pedestrians, in search of unexpected movement 
and deviant behavior, trying to avoid danger. Moving a step further than the surveillance 
cameras as such, Hovers is interested in the intelligent surveillance systems that process the 
information gathered by the cameras. These systems are trained to recognize different 
anomalies in human behavior in public space, such as when someone suddenly starts to run, 
stands still for a stretch of time, or repeatedly looks over their shoulder. Hovers subjects the 
pedestrian and the way in which they walk to her critical gaze, questioning notions of privacy 
and surveillance. The act of walking is not only recognizable in the content of the photobook, 
as Hovers wants to her reader-spectator to wander through the pages of her work. She 
explicitly states that her reader-spectator should “get lost in the pages, and to make their own 
patterns and montages out of the pages of the photobook”.45 
I discussed in the previous chapter Deleuze’s and Guattari’s concept of the rhizome as 
alternative to the reader-spectator’s experience of linear narrativity, in which the reader-
spectator wanders feely through the pages. I continue this research in the coming chapter by 
asking how the theory surrounding the notion of resistance relates to a photobook that tries to 
do the same; Hovers’ False Positives (2017). Where the rhizome as structure is but one way 
to approach walking as metaphor, I extent this research on resistance through the exploration 
of the concept of nomadism in combination with philospher Micheal de Certeau’s philosophy 
of walking. In what follows, I will combine the metaphorical act of walking with physical 
movement as I explore how the act of walking is deployed as alternative, or resistant, 
structure by the avant-garde art movement of the Internationale Situationniste.  
 
2.1 The Act of Walking as Resistance  
The act of leisurely walking started to gain popularity towards the end of the 19th century in 
Western Europe. The activity of going for a walk as a relaxing pastime is strongly rooted in 
industrialization, as it became possible for the bourgeoise to enjoy leisure time in the rapidly 
developing industrial and capitalist society. Simultaneously, the act of walking became an act 
                                                        
45 Conversation between the author and Hovers, 12 June 2018.  
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of resistance towards industrialization and its expected efficiency. This is interesting, because 
the act of walking as leisurely pastime was only possible because of industrialization and its 
attached working hours. Writing on the presence of pedestrianism in cinema, comparative 
literature and film scholar Asli Özgen-Tuncer explains in The Image of Walking. The 
Aesthetics and Politics of Cinematic Pedestrianism (2018) that human movement became 
commoditized to the extent that human movement had to be as efficient as an automated 
machine to maximize production.46 Özgen-Tuncer underlines that newly developed media–
such as the moving image–were used to enhance this efficient movement, as factory workers 
were shown films of their own behavior to analyze how they could improve their 
movements.47 The act of walking, as practice of strolling or wandering that had no exact 
purpose or goal, started to gain the connotation of containing the possibility to act as a form 
of rebellion against the modernization and industrialization of capitalism. Özgen-Tuncer 
emphasizes that  
 
Unlike the controlled movement encapsulated by the Taylorist conception of the 
human motor, it could be argued that the flâneur embodied movement per se in its free 
flow throughout the city. Defined as the unrestrained flow of a body in a multitude of 
spaces, flânerie represents corporeal spatiotemporality (one’s own time), in contrast to 
the human motor, which represents a body politics whereby abstract time and 
spatiality are imposed on the body.48 (original emphasis) 
 
Philosopher Walter Benjamin commented on this practice of leisure early 20th century 
walking in Paris–flânerie–in A Berlin Chronicle (1932) when he compared the experience of 
losing one’s way in a city to the experience of walking in nature, where “signboards and 
street names, passers-by, roofs, kiosks, or bars must speak to the wanderer like a cracking 
twig under his feet in the forest, like the startling call of a bittern in the distance, like the 
sudden stillness of a clearing with a lily standing erect at its center. Paris taught me this art of 
straying.”49 Journalist Rebecca Solnit argues in Wanderlust. A History of Walking (2001) that 
Benjamin’s fascination with the experience of cities stems from them being “a kind of 
organization that could only be perceived by wandering or browsing, a spatial order in 
                                                        
46 Özgen-Tuncer 2018, pp. 73-4.  
47 Ibid. 
48 Ibid., p. 78.  
49 Benjamin 1978, pp. 8-9. Benjamin has written on cities and the experience by foot of city on numerous 
occasions, such as in the A Berlin Chronicle, Moscow Diary, One-Way Street, and in Passagenwerken. 
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contrast to the tidily linear temporal order of narratives and chronologies.”50 Solnit thus 
contrasts Benjamin’s complete immersion in a city to the experience of a linear narrative, 
making the act of walking a rhizomic practice.  
 Solnit’s interpretation of Benjamin’s analysis of walking through a city raises the 
question that if a rhizomic paradigm is defined by its allowance for multiple, simultaneous 
interpretations of reality that are of equal value, how does walking achieve that? And if 
connections in a rhizomic way of seeing are made laterally rather than hierarchically, how 
does walking do the same? Michael de Certeau interprets the act of walking as an inherently 
resistant practice, in which I recognize rhizomic connotations.51 In the chapter ‘Walking in 
the City’ in The Practice of Everyday Life (1984), de Certeau proposes the idea that there are 
at least two different experiences of a city. The first experience is that of the city as organized 
by the city planners, architects, and government bodies: from this perspective, the city is seen 
as a map from a panoptic view point. The second experience is that of the individual 
pedestrian, who is fully immersed by the city: “They walk—an elementary form of this 
experience of the city: they are walkers […] whose bodies follow the thicks and thins of an 
urban ‘text’ they write without being able to read it.”52 There is a difference between the way 
public space is supposed to be used and how public space is actualized by the individual 
pedestrian.  
In The Architectural Body (2002), architects and poets Madeline Gins and 
Shüshaka Arakawa refer to these behavioral expectations by institutional bodies as 
“expected movement”.53 They argue that architectural constructions create behavioral 
patterns that predict how humans will behave and move through a space, which is 
referred to as the architectural body.54 This architectural body is heavily dependent on 
the superimposed structure of how the architectural blockages are intended to evoke 
certain behaviorisms. The wanderer is confronted with obstructions to negotiate their 
path through a space, such as different kind of shelters, doors, hallways but also 
several forms of private and public space. How the walking subject responds to these 
spaces is dependent on the social constructions they are familiar with.  
De Certeau argues that although a space–city or building–can be organized in a 
way where the walker both actualizes the possibilities constructed by the city planners 
                                                        
50 Solnit 2001, p. 197.  
51 De Certeau 1984, p. 93. 
52 Ibid. 
53 Gins and Arakawa 2002, p. 3. 
54 Ibid.  
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but simultaneously “increases the order (for example, creating shortcuts and 
detours).”55 This argument is reminiscent of the idea of expected movement proposed 
by Gins and Arakawa: city planners implant architectural interventions that expect a 
specific kind of movement. It is when pedestrians do not conform to this expected 
movement, they “transform, or abandon spatial elements”, according to de Certeau.56 
In this understanding, the act of walking possesses the ability to re-invent public space 
by actively deciding to disrupt the expected movement, which can be as simple as 
crossing a street without using the zebra crossing. This ability contains an 
unpredictability and openness. Pedestrianism has the ability to function both within the 
structure in which it operates, but to simultaneously rebel against it. 
 Applying this theoretical framework of pedestrianism to the medium of the 
photobook, the expected movement becomes the reader-spectator’s turning of the 
pages in the superimposed structure of the photobook. Like the pedestrian who makes 
their way through an architectural space, the reader-spectator has to make their way 
through the pages of the photobook. Even when the reader-spectator does not conform 
to the expected movement to the structure of the medium of the photobook, they 
remain aware of the structure, as this is the landscape in which the reader-spectator 
moves. As argued in the previous chapter, the superimposed structure of van Dam’s 
and Stig’s Stories of Mr. Wood is structured around the series of variables that their 
reader-spectator has to follow, thus relying heavily on their reader-spectator to behave 
accordingly. However, navigating through the photobook offers more possibilities 
than moving physically through a constructed space: the reader-spectator can turn 
multiple pages simultaneously thus skipping segments, which is not possible when 
walking through a building. The familiar narrative, even though it remains linear, in 
Bertram’s 2 Ein Kind is an example of how this skipping can function without a loss 
of narrative due to this familiar gaze. The recognition allows the reader-spectator to 
move around more freely.  
 
2.2 Nomadism as Attitude of Resistance 
Like de Certeau’s resistant pedestrianism, Deleuze’s and Guattari’s concept of the 
rhizome has the ability to resist the structure that it is part of by offering an alternative 
construction of interpretation. The concept of the rhizome is often connected to 
                                                        
55 De Certeau 1984, p. 98.  
56 Ibid.  
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Deleuze’s and Guattari’s concept of nomadism. Although the concepts share 
similarities and are often interpreted as compatible, nomadism and the rhizome are not 
synonyms. Nomadism refers to transformation an sich, a change of habits, thought 
pattern or a change in attitude.57 Comparative literature scholar Birgit Kaiser explains 
in ‘Nomadische Identiteit. Gilles Deleuze en Édouart Glissant over wortels en 
fabuleren’ (2015, translation: ‘Nomadic Idenitity. Gilles Deleuze and Edouart Glissant 
on roots and envisages’) that Deleuze’s and Guattari’s nomadism is a strategy to 
counterbalance the idea that identities are static and as such dependent of race, 
nationality, gender and sex.58 A person and their identity is like a nomad, always on 
the move: the creation of meaning, experience, and thus knowledge takes place in the 
intermezzo.59 Although nomadism is connected to travel and movement, someone can 
also be nomadic without having to undertake a physical journey as it refers to a fluid 
state of mind.  
The rhizome is one strategy to carry out this fluidity. For instance, Kaiser 
explains nomadism as concept of identity that can be defined as a spatio-temporal 
interwovenness rather than a direct and linear rootedness.60 This interwovenness is 
created through relationships and connections, which creates a broad, diverse web, and 
as such can be directly linked to the rhizome. To return to the earlier posed questions, 
the rhizomic paradigm achieved by the act of walking has the ability to form multiple 
and simultaneous connections as the wanderer can negotiate their way through a 
cityscape in more ways than proposed by the planned superimposed structure. The 
many ways of making one’s way through a space, whether as resistance or complying 
to the rules of the structure, are here compared to the connections made laterally rather 
than hierarchically. 
In Nomadic Subjects: Embodiment and Sexual Difference in Contemporary 
Feminist Theory (1994) feminist philosopher Rosi Braidotti argues that nomadism 
practices creative becoming, which she defines as “a performative metaphor that 
allows for otherwise unlikely encounters and unsuspected sources of interaction of 
experience and of knowledge.”61 In Nomadic Subjects, Braidotti stresses that she 
                                                        
57 Deleuze and Guattari 1987 (1980), pp. 471-2.  
58 Kaiser 2015, p. 32. Translation by author.  
59 Deleuze and Guattari 1987 (1980), p. 471.  
60 Kaiser 2015, pp. 44-5. 
61 Braidotti 1994, p. 6.  
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writes nomadically.62 She characterizes this nomadic writing style by emphasizing that 
all her publications can be read in any order imaginable, as there is no set beginning or 
ending to her academic texts. In doing so, she argues for a decentralization of the 
central voice of the writer, proposing an inclusive text where she not only centralizes 
her own argument but also elates other voices and arguments.63 Braidotti argues that 
her reader can carry out an exploratory readership, enabling them to decide their own 
path when making their way through her texts. Although Braidotti’s nomadic writing 
is an example of how to put nomadism as theory into practice, her essays do not seem 
meant to be read fragmentedly.64 The chapters of her academic books stand by 
themselves and the different chapters can be read in a non-linear order, but this is not 
possible within the texts themselves. What she does present her reader with, is a 
reconstruction of her own nomadic standpoint as she describes how her fluid 
becoming connects different fields, creating her personal individual experience. Her 
reader has to follow her argument as presented in the text.  
Both the concept of nomadism and the act of walking seem to allow for a 
possibility to look at individual experience, where the reader’s subjectivity and the 
attached rhizomic lines of flight can function as tools for exploration to construct 
experience. Although wanting to enable all possibilities for a wandering and 
explorative reader, nomadic behavior as resistance to the structure to which the reader 
belongs, originates from the position of the author and cannot be transferred to the 
reader as Braidotti’s nomadistic practice shows. Braidotti’s narrative–like in the 
instances of Bertram and van Dam and Stig–is the landscape through which she guides 
her reader. However, returning to the previous chapter, the nomadistic approach by 
Braidotti is in part bound to her textual medium. The photobooks by Bertram, van 
Dam and Stig share a linear narrative but are simultaneously image-based, thus 
allowing for more of a wandering turning of the pages. As I have argued in the 
previous chapter, there is a difference between the first acquaintance with the 
photobook that allows for a free wandering of the reader-spectator in the photobook.  
                                                        
62 Ibid., p. 4. 
63 Ibid., p. 6. 
64 Although I find the proposition by Braidotti to read any and all of her writing nomadically admirable, when I 
personally read her texts nomadically–as they are thus explicitly intended–I lose her threat of thought and thus 
the meaning of her texts. The different fragments do not create a coherent experience and the narrative is 
deduced to an almost complete absence. In the introduction of this thesis I mentioned a writing technique 
called the stream of consciousness. Although Braidotti’s explanation of her nomadic writing sounds reminiscent 
of this technique, her texts are too structured and argumentative to describe them as displaying this technique.  
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When familiarizing with the photobook, moving beyond an initial first glance, the 
reader-spectator stays subjected to the presented structure of the book. This structure 
functions similar to that of the city as architectural intervention, where the maker of this 
structure expects their public to use it in a presupposed manner. The structure of a book thus 
also displays notions of Gins’ and Arakawa’s expected behavior, where they stress that 
structure influences movement.65 In ‘The Work of Art in the Age of Mechanical 
Reproduction’, Benjamin underlines that architecture is appropriated by use (“touch”) to such 
an extent that the familiarity of habit influences even optical perception. Benjamin continues 
his argument that the appropriation of habit and thus of perception cannot be pierced by 
contemplation alone, but through “noticing the object in incidental fashion.”66 Continuing the 
connection between the medium of the book and that of architecture, it can be argued that the 
habitual use of the photobook is ingrained in the reader’s behavior towards the book as 
medium, similar to how architecture is perceived–the architect and the author-artist alike 
depend on these habits to construct the expected behavior. Although it is the reader-spectator 
who is making their way through the structure of a photobook, the manner in which the 
narrative is presented to them influences the manner in which they make their way through 
the photobook.  
 
2.3 Walking as Resistance Practice: Esther Hovers and the Internationale Situationniste 
Approaching Hovers’ photobook through the theory provided in the paragraph above, Hovers 
expects her reader-spectator to behave nomadically. The way the photobook is designed 
facilitates this experience. The photographs in False Positives consist of multiple layers of 
photographs stacked on top of each other, making “each image […] a montage containing 
photographs (both staged and documentary) from different moments in time taken by 
Hovers,” as art historian Sophie Wright argues.67 The place stays the same, but through the 
layering effect of montage, the people in the photographs never physically share the space 
(Figs. 27-9). Hovers presents her reader-spectator with a spot-the-difference, or rather, spot-
the-anomaly. The photobook is folded in leporello, which means that the pages are folded 
like a harmonica and attached on only one side to the cover (Figs. 40-41). When the leporello 
is fully stretched out, this makes page 3 to page 25 into one long band of photographs (Fig. 
40). Turning this stretch of paper around, page 26 to page 49 are printed on the back, where 
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Hovers has traced different shapes on graphic paper (Fig. 41). The reader-spectator can 
browse through the pages in a hierarchical order but the leporello fold allows for more 
possibilities to combine the pages, enabling–expecting–the reader-spectator to make many 
different connections.  
As Wright observes, “Hovers casts a questioning human eye over the complex 
automated process.”68 Wright argues in the introduction of False Positives that the title of the 
work “refers to the invalid alerts and errors produced by these systems – not every physical 
action that deviates from the norm is a red flag for criminal intent.”69 In other words, Hovers 
investigates how pedestrianism, the act of walking, is observed, processed, and interpreted by 
government systems through the use of digital technology. By doing so, Hovers’ photobook 
directly deals with the act of walking and pedestrianism. Hovers questions not only the power 
and the validity of judgement of that these systems are given, but also the power structures 
and social systems that put these systems in place. She questions whether one’s every move 
should be recorded, trackable, traceable.70 Hovers’ photobook can be regarded as an act of 
resistance in both content, as she critiques contemporary society’s appropriation of their 
citizen’s privacy, and in form through the use of leporello, which differs from the traditional 
shape of the photobook as medium.  
A similar attitude towards the act of walking as act of resistance against contemporary 
society can be recognized in the artistic practice and ideology of the French avant-garde 
movement the Internationale Situationniste.71 The comparison to how resistance is practiced 
in the photobook as medium and in other artistic practices is interesting to look at, as it 
approaches the spectator from different perspectives but shares the attitude of the act of 
walking to carry this out. The Internationale Situationniste were convinced that 
industrialization would take over all human labor to the extent that humankind would only 
have free time. To make sure that this leisure time would not immediately become 
capitalized, the Internationale Situationniste turned to the act of walking, both as mindset and 
as practice. They proposed the idea of unitarian urbanism, of which New Urbanism formed a 
component. Unitarian urbanism was based on the idea that every individual can shape their 
surroundings to their own personal needs, creating continuously changing situations, thus 
explaining the name of the movement. Change and movement is important in this, as due to 
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their fleeting characteristic, changing situations could not be capitalized.72 This ever-
changing movement was actualized through the approach of psychogeography. 
Psychogeography was carried out through a concept called dérive, where small groups 
wandered through the city of Paris, sometimes for days on end.73 They wandered intuitively 
through the city as they focused on their experience of movement in relation to different parts 
of the city. By the end of the dérive, these groups would agree on an ‘objective’ experience of 
parts of the city that they had visited. The main goal was to create conditions in which 
specific situations would come into existence, which formed the main motive in political 
theorist and poet Ivan Chtcheglov’s theoretic model of the city of the future.74 Although the 
Internationale Situationniste wandered without clear purpose or goal, their walking was 
politically charged as they acted against the capitalist necessity of productivity.  
How the act of walking is applied is reminiscent of van Dam’s and Stig’s Stories of 
Mr. Wood. Van Dam and Stig wandered through cities, guided by the assigned questions that 
they needed to answer in order to construct Mr. Wood. Their act of walking is resistant in the 
way that this act emphasizes that van Dam and Stig are completely subjected to the series of 
variables. Although the series of variables remain the same, the context creates that the 
character of Mr. Wood is completely different one performance to the next. By performing 
the creation of Mr. Wood twice, van Dam and Stig show that the construction of context 
creates experience. Focusing on the creation of identity, van Dam and Stig show their reader-
spectator the politically charged impact of changing context on identity, emphasizing the 
social relations and connections that change the way an identity is interpreted.75 
The sought-after wandering and open attitude was not only inherent in the way that 
the Internationale Situationniste aimed to appropriate public space, but is also recognizable 
by their frequent use of collage. These collages consisted of sentences and images that can be 
read in different orders, which is reminiscent of Braidotti’s expected ‘nomadic’ reader. The 
1957 print The Naked City (Fig. 42) by artists Guy Debord and Asger Jorn show how 
psychogeography and collage intersect. The print shows collaged sections of Paris, connected 
with red arrows in several directions. In the leaflet Report on the Construction of Situations 
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and on the International Situationist Tendency’s Conditions of Organization and Action 
(1957), Debord states that “spatial developments must take into account the emotional 
effects”, which makes the print through collage show the emotional connection experienced 
by the walker.76 Jorn and Debord collaborated on more collages, many of which are collected 
in the artist’s book Mémoires (1959). These collages (Fig. 43) consist of phrases, images and 
cartoons, connected by colored paint. The paint patterns suggest different readings or 
different paths to follow. These different possible readings or paths come close to the idea of 
the free wandering reader-spectator, who traces their own path through the presented 
narrative. The collage is in this interpretation reminiscent of Bertram’s 2 Ein Kind, where the 
reader-spectator does not lose the overall narrative through the familiar gaze, like the 
spectator who remains to see the whole collage. In both the collage and the photobook, the 
spectator can chose their path. Debord and Jorn stress this individual subjective experience, 
as they draw these multiple paths in colored lines on their collage.  
 
2.4 Shortcomings of the Expected Wandering Spectator 
Artist and fellow Situationist Constant Nieuwenhuys took the collages to another level, as 
these took the shape of architectural blueprints based on real alterations of cities, such as in 
The Hague, the Netherlands (Fig. 44). Constant proposed the nomadic city of New Babylon 
(1969) which was to become the realization of the meeting between the ideology of 
psychogeography and architectural interventions in the city as proposed by Chtcheglov (Fig. 
45). During a lecture at the Institute of Contemporary Arts in London, the UK, in 1963, 
Constant explained that New Babylon would consist of a strict divide of traffic and living 
quarters on one hand, and the separation of the constructed inhabited space versus free-
roaming nature on the other hand. This combined would “cover the entire surface of the 
Earth”.77 Constant put this even stronger when he argues that there are no inhabitants of New 
Babylon: “this inefficient and fantastical way of life asks for fast transitions from one place to 
another, from one sector to another, and life and its inhabitants of New Babylon should thus 
be regarded as nomadic.”78 Humankind would continuously travel through the sectors, never 
bored by the different possibilities each sector would offer. There would be no pre-arranged 
path, no pre-set narrative, only the subjective individual and their sense of adventure. 
Constant’s New Babylon was heavily critiqued by contemporaries, such as writer 
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Raoul Vaneigem and poet Atilla Kótanyi, because although it tried to offer a new freedom to 
its inhabitants-turned-nomads, the city remained a structure that impressed a specific 
ideology on its users. As such, New Babylon did not really differ so much from existing 
architectural structures.79 By trying to move the spectator towards specific behavior, a path 
from A to B is created, and however free this ideology might seem, freely wandering and 
using one’s individual subjective experience as a starting point becomes less valid when this 
is the expected behavior.  
This critique seems to cover the problem of creating conditions in which nomadism is 
the preferred behavior of the audience. Expecting the reader to wander seemingly ‘free’ 
through the structure of the book, as Braidotti does, means that the reader is still presented 
with a structure, which is also the case when presented with linear narrative in the 
arborescent model. However free it might seem, freely wandering and using one’s individual 
subjective experience as a starting point becomes less valid, because it is the expected 
behavior. There is still a difference between the linear narrative where the author-artist 
presents their reader-spectator with only one route (from A to B) and the nomadic approach, 
where the author-artist argues that their readers-spectator can walk any route imaginable 
(from whichever point to whichever point). In the latter, the reader-spectator can make their 
way with much more freedom through the pages, but their experience stays part of the 
structure of the book. In both approaches however, the author-artist still has a certain mode of 
consumption of material in mind, and desires a specific type of behavior from the reader-
spectator–but I argue this while recognizing that linear narratives allow less variety of 
interpretation than non-linear ones.  
Approaching False Positives through the many possibilities of turning the pages, the 
similarities with Constant’s New Babylon and Braidotti’s practiced nomadistic readership 
keeps surfacing. Hovers presents her reader-spectator with a situation in which the spectator 
has to take charge of their experience and how that they decide to wander through the pages. 
However, the reader-spectator stays subjected to the presented structure presented by Hovers: 
they can make their way with much more freedom through the pages, but their experience 
stays part of the structure of the photobook. In Hovers’ photobook, the resistance act of the 
act of walking is clustered under the umbrella of deviant behavior, emphasizing how walking 
as a practice can offer many different practices from the ‘preferred practice’. By directing the 
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reader-spectator’s attention to this, I recognize de Certeau’s walking as resistance in her 
work, which is interwoven with the structure its rebelling against.  
 
The spectator is supposed to make their way in many different ways through Esther Hovers’ 
False Positives, which is supported by both the content and the book design. The nomadic 
structure of Hovers’ photobook, causes the reader-spectator to wander through the structure 
of the photobook; any path they choose is valid. By doing so, Hovers as author-artist 
comments on the presupposed structure of the linear narrative of the book without 
abandoning the book as format. Movement as a practice–either as act of walking or more 
philosophically approached through nomadism–has the capability to function as manner of 
resistance against contemporary society. The act of movement as such has the ability to argue 
for an alternative use of the already existing means. In structures, maps and concepts, the 
individual is constructing their subjective path and thereby redefining how the structure can 
be used. As the works by the Internationale Situationniste, Rosi Braidotti and Hovers have 
shown, the author-artist can display their own nomadism, thus aiming for a similar 
experience for their audience. The relationship between the author-artist and the reader-
spectator should be taken into account when looking at the proposed resistance as the reader-
spectator remains aware of the presented narrative, even when ignoring and defying the 
existing structure. By arguing that the reader-spectator should perform a nomadic act–either 
through creating a new use of a cityscape or connecting pieces of writing and photography 
together in a personally constructed montage–the author-artist submits their reader-spectator 
to expected behavior.  
The hierarchy between author-artist and reader-spectator continues to stay present 
even when the author-artist encourages a nomadic approach, as it continuous to be the author-
artist’s landscape through which the reader-spectator wanders. The reader-spectator remains 
an active spectator however: they are the entity who turns the pages and who decides in what 
order the photobook is experienced. This leads to the following chapter, were I ask the 
question of how this mobility of the reader-spectator should be approached when analyzing 
the medium of the photobook.  
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Chapter 3 
Exploring the Photobook as Medium 
 
Esther Hovers’ False Positives does not only take the shape of a photobook, but it has also 
been part of several exhibitions as juxtaposed prints on the wall, such as in Start Point at Arti 
et Amicitiae in Amsterdam, the Netherlands (Fig. 46), and presented as slideshows, for 
instance during the Festival Rencontres d’Arles in Arles, France (Fig. 47). False Positives as 
photobook, displayed as prints in exhibitions, and as slideshow are three different ways to 
showcase the artwork. Returning to the previous chapter, where Hovers emphasized that to 
her personally the best way to present False Positives is as photobook, it is intriguing to note 
that she presents the artwork in other forms as well.80 This raises the question what it means 
for the spectator’s experience of False Positives to observe the project in different 
presentation forms, causing the research in this third chapter to turn towards the mediality of 
the photobook.  
 In this final chapter, I analyze the medium of the photobook by comparing it to the 
medium of the slideshow. The slideshow and the photobook share several characteristics, 
such as that their individual parts–the singular photograph presented on a projection slide or 
page–together form the bigger context. As such, both media ensure that a photograph 
becomes part of a larger series, also approached as the narrative of the work, which I 
discussed in the first chapter of this thesis. In this light, I will compare the (reader-)spectator 
experience of the slideshow to the photobook. To make this comparison, I will research 
Hovers’ False Positives, as well as photographer Nan Goldin’s The Ballad of Sexual 
Dependency (1986) and artist Marcel Broodthaers’ A Voyage on the North Sea (1974). These 
works all exist as slideshow and as photobook, causing me to look at the specific mediality 
and history of both media to research the expected spectator experience.  
 
3.1 The Tactile Experience  
The most obvious difference between a photobook and a slideshow is that the reader-
spectator is able to touch the pages of the photobook, where the projected slides can only be 
observed by the spectator. This tactility is also stressed by Hovers when she argues for the 
individual and personal connection made by the reader-spectator in her photobook.81 In 
addition to being very verbal about the wandering reader-spectator, she enables this quality 
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quite literally through the use of leporello, through which the reader-spectator has more 
opportunity to create their own connections than in a conventionally designed photobook. 
Clark, who I discussed in the introduction and first chapter of this thesis, explains that the 
artist’s (photo) book as medium requires an interactive approach, as the medium is “best 
engaged when handled, and handled at the leisure and discretion of the viewer.”82 The 
experience of the photobook is a personal experience, that takes place between the photobook 
and individual reader-spectator. In ‘Photography and Fetish’ (1985), Christian Metz 
emphasizes this private experience of photography when he differentiates between the social 
use of the photograph versus the projected moving image of film. Metz explains that the 
photograph has the capability to take on the social role of memorabilia or keepsake, held in 
the spectator’s wallet or pocket to be observed at any moment, thus creating a highly personal 
relationship between the photograph and the spectator.83 In film, this experience is collective: 
the medium serves a large group of people at the same time, dismantling the personal and 
individual connection. In addition to this shared experience, the moving image takes the lead 
in creating the spectator’s experience, as the spectator cannot decide how much time they 
spend with a specific image as the film continues to play forward.84 The slideshow in that 
regard shares the collective experience of film rather than the private experience of 
photography.  
Clark continues to describe the interaction between photobook and reader-spectator 
by referring to it as “a reciprocal, intimate, and dynamic communication between book and 
person” which is “set in motion” by the reader-spectator’s initiative.85 With regard to the 
comparison between slideshow and photobook, this choice of words is interesting. Clark 
argues that there is a form of temporality and movement connected to the reader-spectator’s 
experience of the artists’ book. Metz also connects the experience of photography to spatio-
temporality of the reader-spectator when he states that the lexis–“the socialized unit of 
reading, of reception”–is much smaller in photography than in cinema; “the photographic 
lexis has no fixed duration […]: it depends, rather, on the spectator, who is the master of the 
look, whereas the timing of the cinematic lexis is determined in advance by the filmmaker.”86 
Clark connects the recognized movement in the reader-spectator experience and perception, 
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which “refers to the geography of the book itself as a landscape, as the viewer moves over 
and through the object as a physical body.”87  
The tactile experience of the photobook cannot be recreated when looking at the 
medium of the film and that of the slideshow. The slideshow as projected medium shares 
with film that its showing is a collective experience, projecting its images on a screen, and as 
such moving even further away from the personal and individual experience to which tactility 
is inherent to.88 Metz emphasizes that “a film cannot be touched, cannot be carried and 
handled: although the actual reels can, the projected film cannot.”89 The closest a spectator of 
a film or slideshow can get to the tactility of the photobook is to make their physical presence 
known through casting their shadow on the projected screen when walking through the 
projector’s beam of light, as Westgeest argues in ‘The Changeability of Photography in 
Multimedia Artworks’ (2008).90 This however does not create a tactile relationship between 
projected subject and spectator to the extent of the photograph, as the projected shadow 
becomes available to the collective audience.  
Although there is no tactile experience between the spectator and projected slideshow, 
it could be argued that there is certainly a tactile relationship between the artist and the 
projected slides. Art historian Darsie Alexander argues in Slide Show (2005) that the 
slideshow as a medium became a synonym for endless possibilities because of the changing 
rotation of the slides when using the slideshow projector with carousel: there is no end-
product, no finality, as the slideshow allowed for continuously alternating sequences and 
series of projected images. The slideshow was a medium without a fixed end product as the 
slides could continuously be edited and changed by the artist.91 This enabled especially a 
mode of comparative observation, as new comparisons, connections, and relationships 
between photographic slides could be made. The artist only had to take the slides out of the 
projector, decide on a different order and put the slides back to the projector in the altered 
sequence. In the photobook, this process takes place during the creation of the book, but as 
soon as the book was sent to the publisher’s the seriality becomes finalized. In comparison to 
the slideshow, the photobook has a beginning and an ending to the creation series from the 
author-artist’s perspective, although the reader-spectator can make their own way through the 
presented pages.  
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The artist’s freedom to continuously change the visual relationships of the presented 
slides became a mode of exploration on its own. Alexander states that the unlimited 
sequences led to the possibility of consciously organizing images “into sets of relationships 
[that] led some artists to explore the medium as addictive process of visual construction.”92 
The narrative could be absent in this all together, the organization of the sequence in itself 
became the focus point. This emphasized the absence of an end-product. Nan Goldin’s 
slideshow The Ballad of Sexual Dependency (1979-2004) is an example of such an 
continuously changing slideshow (Fig. 48). The Ballad was a repeatedly evolving 
autobiographic work where Goldin showed the photographs she took of her every-day life. 
Goldin’s first viewing performances are reminiscent of the slideshow in a family setting, as 
she showed pictures taken of her friends to these same friends–thus creating a kind of 
intimacy. The location of the presentation changed to night clubs in New York neighborhood 
The Bowery, and eventually the location of its viewing took place in art spaces and 
museums.93 This slideshow is often connected to film, due to the projection being displayed 
in a darkened room with an accompanying sound track such as is seen the 2017 retrospective 
Nan Goldin: The Ballad of Sexual Dependency in the Museum of Modern Art in New York, 
the USA. The Ballad is a roughly 45-minute projection that shows a succession of hundreds 
of slides.94 The fluidity of The Ballad as slideshow can be interpreted to create an artwork 
that is deliberately avoiding a singular interpretation of the projected images, thus explicitly 
allowing different interpretations to emerge between the serial images.95  
 In False Positives, Hovers places great emphasis on the possibility of different 
interpretations. When talking about False Positives as slideshow however, Hovers explains 
that she feels as if the slideshow does not challenge her spectator enough.96 She often works 
with the medium for a mere practical reason: the medium is a relatively cheap means to get 
exposure at photography festivals. She stresses that the slideshow as way of presenting her 
work is not inferior to presenting False Positives as photobook–she even argues that the 
photographs work quite well as projections because of the documentary quality present–but 
the slideshow as a medium offers less autonomy to wander, explore and get lost in the work 
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for the reader-spectator than the photobook does.97 Hovers wants the possibility of making 
different interpretations to belong to the reader-spectator, rather than to her as author-artist.  
 
3.2 Seriality in the Slideshow and the Photobook 
The refusal of finality that the medium of the slideshow can afford is present in Goldin’s The 
Ballad. In the accompanying photobook of The Ballad, published in 1986, Goldin 
summarized the ever-changing sequence of about 700 photographs into a series of 125 
images, which sequence then never changed (Figs. 49-55). In both the slideshow and the 
photobook, Goldin foregrounds the relationships and connections between herself, her lovers, 
and her friends. Goldin refers to these photographs as “the history of a re-created family, 
without the traditional roles”.98 Goldin describes the connections and relationships between 
different people as subjected to both a sense of autonomy and a sense of dependency (Figs. 
52-55), making The Ballad Goldin’s attempt to understand the complexity of human 
relationships, whilst simultaneously creating a lasting memory of the people in the 
photographs and of the lived moment in the instant the photo was taken.99  
Both The Ballad as photobook and as slideshow display photographs in the context of 
a series. Seriality is deeply ingrained in the medium of photography. Westgeest emphasizes 
the concept of seriality to the medium of photography in “The ‘Slideshow Effect’ in Video 
Art: Akram Zaatari’s On Photography, People and Modern Times” (2015), where when 
discussing photography presented in series, she turns to photographer and photography 
theorist Victor Burgin’s argument that “photographing is not only suited for creating and 
presenting series because of its small format and short production process; the nature of 
photographs would even make it necessary for them to be presented in the form of series.”100 
In Burgin’s chapter ‘Photography, Phantasy, Function’ (1980), he argues that when the 
spectator looks too long at a single photograph, the displacement of the camera’s alienation 
(“the veil”) cannot be ignored.101 This veil of alienation can only be shattered when the 
spectator turns their gaze to the next image: “it is therefore not an arbitrary fact that 
photographs are deployed so that we need not to look at them for long, and so that, almost 
invariably, another photograph is already in position to receive the displaced look.”102 Art 
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historian Jonathan Weinberg’s account of the reader-spectator’s experience of Goldin’s The 
Ballad uncannily relates to Burgin’s theory, as Weinberg writes, 
 
As we struggle to hold [The Ballad of Sexual Dependency] in our hands, our fingers 
touch the plates, further violating the fictive frame that separates the body from our 
bodies and our space. The sheer number of the pictures and their expansive 
presentation suggest that no single image is enough–we are driven to turn the page to 
see what comes next. 103 
 
Weinberg then connects the experience of The Ballad as photobook to The Ballad as 
slideshow when he continues,  
 
It is the equivalent of Goldin in the old days quickly clicking to the next slide of The 
Ballad, often to the consternation of her audience, who wanted to spend more time 
with individual pictures.104  
 
In this analogy, the reader-spectator is both audience, observing the images as they glide by, 
and author-artist, deciding the paste of the images, if not also the sequence of the 
photobook’s pages. In the photobook, the spectator merely has to turn the page to be 
confronted with a new image, maintaining the “implied imaginary relations with the viewed”, 
as proposed by Burgin.105  
Where Goldin’s The Ballad as photobook differs from the slideshow, Marcel 
Broodthaers emphasizes and explores similarities between slideshow and photobook in his 
artwork A Voyage on the North Sea (1974), which is both slideshow and photobook, 
functioning in both media as the same artwork (Figs. 56-65). It is quite impossible to discard 
the connection between slideshow and photobook that Broodthaers presents to his reader-
spectator. The book and the slideshow are built up with the same so-called pages, beginning 
with “PAGE 1” through “PAGE 15”, showing photographs of paintings of boats (Figs. 62-
3).106 The slideshow and the photobook are not two parts that form one whole, nor is the one 
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a documentation of the other: they are the same work. Art critic Rosalind Krauss describes 
Broodthaers’ A Voyage on the North Sea. as “the experience of a passage between several 
surfaces, in a layering that draws an analogy between the stacked pages of a book and the 
addictive condition of even the most monochrome of canvases.”107 Krauss argues that 
Broodthaers’ explicit referral to earlier media such as painting and print is a commentary on 
the technological development of digital media, which causes the obsolescence of older 
media but simultaneously enables the possibility “to grasp the inner complexity of the media 
those techniques support.”108 
In A Voyage on the North Sea, Broodthaers brings together the slideshow and the 
photobook, two media that explicitly responded to the popularity of the moving image: 
through the growing obsolescence of the still image, the slideshow and the photobook could 
be appropriated for artistic gain. Broodthaers does this not only by explicitly referring to the 
slides as pages, but he publishes A Voyage on the North Sea as photobook as well. 
Broodthaers removes the possibility of the endlessness of sequence in his slideshow through 
emphasizing finality in the shape of the book. By doing this, Broodthaers took “advantage of 
the medium’s self-evident lack of seamlessness and its plodding, deliberate manner”, as 
Alexander argues, but the artist does this by a refusal to emphasize the medium’s fluidity. 
Through the photobook of A Voyage on the North Sea, both the slideshow and the photobook 
share a finality: their sequence of presentation, at least from the perspective of the author-
artist, cannot be changed.  
 
3.3 The Photobook and the Slideshow: Postmodern Media 
Both Broodthaers and Goldin both presented their slideshow as photobook (although both the 
photobooks and the circumstances under which the artists created the photobooks differ 
greatly), which is not surprising as both the photobook and the slideshow as artistic media 
simultaneously gained momentum during the 1960s and 1970s.109 Alexander argues that due 
to the merge of high and low forms of art, artists turned to other media to explore. The 
slideshow had been “a standard tool for the art trade that seem to offer tremendous creative 
potential, especially for those looking to animate (and automate) their images.”110 Before 
artistic appropriation, slideshows were used in the family environment to show holiday 
                                                        
enabled me to photograph the same pages with both folded and unfolded pages. This is specially apparent on 
Fig. 62-3.  
107 Krauss 2000, p. 52.  
108 Ibid., p. 53. 
109 Thurmann-Jajes 2002, p. 19; Van Gelder and Westgeest 2011, p. 98.  
110 Alexander 2005, p. xix.  
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pictures, in business meetings as visual support during sales pitches and presentations, and in 
educational environments. Thurmann-Jajes emphasizes the photobook was appropriated 
similarly. Both the medium of the slideshow and the photobook gave artists the opportunity 
to produce art without having to enter into the dynamics of the commodified art world.111  
The postmodernist emphasis on capitalism is also recognizable in other blooming 
media in the 1960s and 1970s, such as Earthworks/Land art, Happenings, performances, and 
video works. As philosopher Nelson Goodman underlines in Language of Art (1976), this 
emphasis on openness and accessibility stemmed from the need to move away from visual 
arts’ “autographic” character, thus moving towards media that enabled an “allographic” 
attitude.112 By moving away from the auratic experience of the individual work of art, the 
allographic experience, as is present in music through sheet music or dance through 
choreography, caused art to be approached as repeatable, and through this, “something which 
should–potentially–be available to everyone.”113 The growth in popularity of the media of the 
slideshow and the photobook in the 1960s and the 1970s are examples of this artistic attitude.  
Where the photobook focused on the still photograph, the slideshow became regarded 
as the medium in-between the still photograph and the moving image.114 The slideshow 
enabled a combination of aspects of the two media–on one hand, there is the projected still 
image and on the other, the moving carousel which rhythmically rotates the different 
slides.115 Photographs in series, as presented in both photobooks and slideshows, have been 
traditionally related to the development of film and the capturing of movement, such as for 
instance Eadweard Muybridge’s The Horse in Motion (1878, Fig. 66). What photography as 
series, whether as photobook or as slideshow have in common however, is that the 
photographs out of which they are built do not presume a certain linearity. In this, these 
media of photography differentiate themselves from the media of film and video, as moving 
images versus still images negotiate the space between the photographs –the so-called 
‘gaps’–that appear between the images. Although film consists of a rapid sequence of stills as 
well, the gaps between the still photographs need to be as small as possible to create the 
illusion of movement. 24 frames per second creates a fluidly moving image, anything other 
                                                        
111 Thurmann-Jajes 2002, p. 23. In her text, Thurmann-Jajes also refers to the artist-made photobook 
deliberately as either ‘artists’ book’ or ‘artists’ photobook’, because this makes the distinction between “works 
of art for which the artist makes the book into the medium and not (only) the material of his artistic activity”. 
Thurmann-Jajes 2001, p. 10; as referred to in Thurmann-Jajes 2002, p. 20. 
112 Goodman 1976, p. 113.  
113 Thurmann-Jajes 2002, p. 23.  
114 Alexander 2005, p. xix. 
115 Ibid., p. 14.  
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than that would appear to be jerky.116 This is different in slide projection, where with every 
click of the projector, the spectator could be faced with a different image without disruption 
of the overall experience. Alexander emphases the stillness in the rotating carousel of the 
slide projector, as the spectator is given time to observe the image.117 In The Horse in Motion, 
Muybridge wanted to suggest movement. The gaps between the photographs are therefore 
small in Muybridge’s work, but where this presentation is one of many possibilities when 
presenting images in a slideshow, it is the only possibility in film.  
The medium of the photobook also ensures that a photograph becomes part of a larger 
series as it creates a relationship between the different photographs. Thurmann-Jajes stresses 
that the photobook “offers scope for a temporal series of comparative observations as well as 
for the production of different references within a handy, constantly available and relatively 
cheap framework.”118 She continues this line of thought when she looks at how the 
photographs function in the photobook, where especially the format of the book causes the 
works to receive “an additional dimension due to the opportunity for comparative viewing; 
the significance of the individual, complexly conceived photographs extended far beyond the 
purely documentary.”119 The possibility of the free comparisons made by the reader-spectator 
is echoed by Sontag, who argues that “the sequence in which the photographs are to be 
looked at is proposed by the order of the pages, but nothing holds readers to the 
recommended order or indicates the amount of time to be spent on each photograph.”120 
Returning to the privacy in photography that Metz emphasizes, the personal relationship with 
the photobook is underlined by the personal experience that the reader-spectator creates 
between them and the photobook. The notion of free comparative viewing when browsing 
through a photobook–thus an autonomous and individual experience–is key in approaching 
the reader-spectator.  
Comparing the photobook to the slideshow, it interesting to note that Weinberg’s 
earlier observation of the reader-spectator versus the author-artist in Goldin’s The Ballad is 
uncannily accurate: the reader-spectator creates a tactile and private relationship with the 
images in the photobook, but the artist remains in charge during the slideshow without taking 
notice of the spectator’s wishes to linger or move to the next photograph. The fluidity of the 
slideshow as medium, refusing a final end product, is reminiscent of the explorative or 
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wandering approach that the reader-spectator can convey towards the medium of the 
photobook. The comparative viewing between different slides–although projected towards an 
audience–and active attitude towards the changing series stems from the artist themselves. 
The possibility of comparative viewing and the fluid context of the slideshow remains to be 
superimposed on their spectator. Like in the previous chapter, the artist is presenting their 
continuously changing–nomadic–journey to their spectator, whilst the spectator follows the 
artist-author along on their journey.  
 
3.4 Perspective in Mediality 
Returning to the introduction of this third chapter, the comparison between the slideshow and 
photobook as different exhibition manners means that the different perceptual perspectives 
also have to be taken into account. Van Gelder and Westgeest remark that “unlike a series of 
photographs presented side by side in an exhibition, a slideshow does not display former and 
following pictures at the same time.”121 The photobook does not present all the pictures in 
one glance either, but the medium enables their reader-spectator to decide to make their way 
through the presented images in their own pace, even return to a former page, like an 
exhibition visitor who walks back to an earlier room or decides to spend more time with a 
certain image.  
In ‘Moving Landscape: Walter De Maria’s Spatial Renegotiation of the Pictorial’ 
(2016), art historian Eva Ehninger discusses pictorial perception of the vertical versus the 
horizontal plane by discussing several Land Art projects by artist Walter De Maria.122 
Ehninger explains that the spectator experience differs greatly when presented with 
horizontal versus vertical perspective. As example, she uses the artist’s sketch, often drawn 
horizontally on a table or floor, but observed vertically by the audience when this drawing is 
hung or projected onto a wall.123 The vertical perspective of the exhibition space versus the 
horizontal drawing emphasizes that the physical experience of the work stems not only from 
the artist’s perspective, but also from the spectator’s. Where the artist looked at their sketch 
                                                        
121 Van Gelder and Westgeest 2011, p. 98. 
122 Ehninger 2016, pp. 73-4. For this thesis, it is not interesting to discuss these Land Art projects in detail, but 
Ehninger’s thorough research of De Maria’s practice is interesting. Ehninger takes Mile-Long Drawing as an 
example. In this projects, De Maria starts his projects by making an abstract drawing, which consists of two lines 
drawn on paper. The film shows how physical perspective changes these lines, as De Maria has drawn two chalk 
lines in the Mojave Desert, California, the USA. Ehninger argues that “as his sketch is projected onto the 
horizontality of the desert ground, it mediates between visual and tactile experience, between viewing and 
walking, an ambiguity of perception that has no moment of release but exists as an end of its own.” 
123 Ibid. 
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from a bird’s eye perspective, the spectator in the exhibition looks at the work vertically at 
eye level in the instance when the work is traditionally mounted on the wall.  
The vertical presentation methods of the exhibition space and the slideshow share that 
both media lean towards a complete incorporation of the vertical plane. These vertical 
presentations of the exhibition and moving images demand a different spectator attitude 
however. Ehninger explains the walking visitor through the exhibition space as “a mobile 
audience walking within that pictorially delimited space”, which stands in contrast to the 
spectator of the projected image as “audience arrested in front of a moving image”.124 
According to Ehninger, an audience watching projected moving images “generally remains in 
a static position in front of the screen while they are simultaneously integrated into the 
constructed film space.”125 This means that film, video but also the slideshow are not 
dependent on the spectator’s movement, thus incorporating the spectator completely. Media 
that project their moving images, such as the slideshow, demand its spectator to passively 
observe the work as it unrolls in front of their eyes, causing the spectator to become an 
absorbed consumer of the artwork.126 The slideshow thus expects a static viewer who 
observes what they are presented with, following the journey presented only in their minds.127 
The observer of the slideshow is thus the most internal observer, the least dependent on the 
physical act of walking. This observer only has the option to follow the presented path 
through the presented landscape that the artist projects.  
Ehninger opposes this static viewer when she describes the medium of still visual 
images, such as drawing, painting, or photography, presented in an exhibition space that 
needs “a mobile audience”.128 This mobile audience is described as “walking”, because the 
spectator has to make their way through the exhibition space with their own two feet as they 
create a physical relationship with the artwork through movement, which is underlined by 
Van Gelder and Westgeest, as mentioned above. The spectator is able to view the artwork 
                                                        
124 Ibid., p. 73.  
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from up close, or to keep a more distanced position. It remains to be the spectator however 
who decides how to experience the still visual images, causing the spectator to have to 
actively engage with the art works.129 When adding the medium of the photobook to 
Ehninger’s presented dialogue on the spectator’s experience of the still and the moving 
image, the photobook and its expected reader-spectator leans towards the position of 
exhibition visitor. These different perspectives are also apparent in the medium of the 
photobook.The reader-spectator thus has to actively, tactilely, make their way through the 
photobook that they hover above, and as such are not physically embedded in the narrative of 
the medium.130  
When analyzing Hovers’ different manners of presenting False Perspectives to an 
audience, the photobook presents the photographs horizontally. The photographs themselves 
however, depict the photographed street from a high angle, looking down on the pedestrians. 
This angle is similar to the surveillance camera’s angle, through which Hovers places her 
reader-spectator into the same visual perspective as the surveillance camera, forcing her 
spectator to observe and analyze what they see. Simultaneously, her reader-spectator hovers 
above the photobook, looking down upon the different images. Taking Ehninger’s 
perspectival perception into account, looking down upon the images is what Hovers intends 
her reader-spectator to do to fully experience False Positives and its dialectics of surveillance 
in the public space. This does not come across when presented in exhibition context, such as 
at Arti et Amicitiae (Fig. 46). Photoprints of False Positives were presented vertically on the 
wall, but the perspectival perception did not include the surveillance perspective. The 
spectator is confronted with the collage in its entirety and although the spectator is mobile 
and in charge of how they look at False Positives, there is less need to explore than in the 
photobook. Approaching False Positives as a slideshow, the slides are also–similarly to the 
exhibition–projected in a vertical manner on the projection screen, such as in the instance of 
the Festival Rencontres d’Arles (Fig. 47), where the slideshow was projected in public space. 
The spectator is static, seated on their chair, and watches the slideshow not alone but in a 
group: the explorative attitude is lost altogether.  
                                                        
129 Ibid., pp. 71-3. 
130 The reader-spectator holds the photobook at an arm length’s distance, at the most. If the reader-spectator 
moves away from the photobook further, they cannot turn the pages, thereby disabling the wandering attitude: 
to experience the photobook, pages need to be turned. In an exhibition space, the visitor can see the artworks 
from standing on the opposite of the room. This is a physical difference, caused by the difference in the physical 
comparison between walking as metaphor to browse through a photobook and walking to make one’s way 
through an exhibition, but this physical difference is interesting to note and should be taken into account for 
further research. 
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Hovers explained that the slideshow as medium does not challenge her spectator to 
make their own connections and interpretations with the images of False Positives.131 During 
our conversation however, Hovers began to speculate how she would present False Positives 
as slideshow in an exhibition context.132 False Positives would have to be showed on 
multiple independent screens in a darkened room, through which the spectator walks to make 
their own way. No black box, no seats neatly in a row. The passive, static spectator of the 
slideshow would have to be avoided as much as possible at all costs, because what interests 
Hovers is the literally moving spectator. In False Positives, body postures are analyzed by 
looking at the anomalies that trigger surveillance cameras. If False Positives would be shown 
as a slideshow, the postures of the spectators would somehow have to play a role in this, 
states Hovers as she thinks out loud.133 The spectator and their explorative attitude through 
the act of wandering, exploring, and getting lost would have to continue to be a part of the 
experience of False Positives both in the photobook and if–when–presenting the work as 
slideshow. The wandering, active spectator would have to be preserved. 
 
The photobook asks their author-artist to give up their freedom to change the order of the 
photographs. This stands in contrast to the slideshow where the freedom of the artist in 
presenting the work in different orders continues to be a possibility. Nan Goldin’s The Ballad 
is an example of this refusal, as she retains the right to change the slideshow to this day, even 
though it exists side to side to the finalized book. Contradictory, Marcel Broodthaers’ A 
Voyage on the North Sea emphasizes the fluidity of the slideshow by presenting it as a fixed 
photobook as well. This is different for Hovers, who needs the explorative and active attitude 
of the photobook and its reader-spectator to be inherent to False Positives. As such, Hovers 
depends on her spectator to actualize the experience of the photobook: she asks her reader-
spectator to walk through her pages, which is an attitude that is not possible when 
experiencing a slideshow, that demands a passive spectatorship. As Hovers gives up her 
freedom to the photobook, this freedom is handed over to her reader-spectator. 
Looking at the different presentation manners of the slideshow, photobook, and the 
exhibition space, all presentations use a notion of the act of walking. In an exhibition space, 
the spectator has to use their feet to walk through the space as Eva Ehninger emphasizes. The 
photobook, sharing its mobile spectator with the exhibited still image, places the 
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responsibility on its spectator to move through the work. By turning the pages, the reader-
spectator of the photobook creates a tactile and private relationship with the photographs. The 
projected photographs of the slideshow imply a passive, collective experience. The spectator 
has to imaginatively follow along with the presented path, thus mentally walking along with 
the artist. As such, the spectator of the slideshow does not affect the relationship between the 
different slides in the way the hands of the reader-spectator do when moving through the 
photobook. The construction of the fluid experience of the photobook, where meaning and 
experience is created through context and montage, thus lies with the reader-spectator. This 
active way in which the reader-spectator has to behave to experience the photobook, causes 
the understanding of the reader-spectator as the walking reader-spectator, choosing their own 
path through the landscape presented in the photobook’s pages.  
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Conclusion 
 
This thesis examines the notion of reader-spectator experience explicitly approaching the 
photobook as a medium. It sets out to develop a theoretical framework to understand the 
manner in which the reader-spectator engages with photobooks. The act of walking functions 
exemplary to this understanding for it is an act where the continuously fluctuating 
relationship between the self and their surroundings is pivotal in the creation of meaning. As 
such, walking simultaneously functions as a literal and metaphorical approach to turn the 
pages of the photobook, thus inviting broader conversations on the subjective experience of 
the photobook as artform.  
When initially encountering a photobook, like my anecdote in the introduction of this 
thesis, the reader-spectator opens up the photobook at random, moving through the pages 
seemingly aimless. If the photobook in question sparks their interest, the reader-spectator 
moves onto to familiarize themselves with the narrative presented to them. In the photobook, 
the author-artist displays their experience to their audience; the author-artist creates the 
landscape through which the individual reader-spectator makes their way. The landscape that 
Eva Bertram’s 2 Ein Kind (2010) presents her reader-spectator with depicts the chronological 
development of her daughter from infant to a teenager. As Bertram depicts the path of life, 
she presents her reader-spectator with a linear narrative. The reader-spectator recognizes this 
narrative of family images however, and thus has the freedom to jump through the photobook 
because they understand the presented landscape.  
Recognition provides the possibility to wander in the photobook without loss of 
narrative. Gilles Deleuze and Félix Guattari propose something completely different to 
wander through books, namely the concept of the rhizome. The rhizome is a strategy to 
construct knowledge through horizontal interwovenness, where meaning and experience is 
created through individual connections made rather than through linear narrative. In the case 
of photobooks however, I argue that only in the initial encounter the true rhizomic approach 
can be located. It is in this first encounter that the author-artist has no grasp on its reader-
spectator. When the reader-spectator then continuous to acquaint themselves with the 
photobook, the manner in which they make their way through the pages is dependent on the 
margins set by the author-artist. Vanessa van Dam and Martine Stig, like Bertram, present 
their reader-spectator with linear narrative in Any Resemblance to Existing Persons Is Purely 
Coincidental. Stories of Mr. Wood (2004-6). They take their reader-spectator along with them 
as they construct of the character of Mr. Wood through a series of variables that they need to 
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answer. Their photobooks pivots around the idea that context is needed to construct an 
identity, and this is emphasized when the reader-spectator starts to wander through the book: 
the context disappears. Van Dam and Stig thus give their reader-spectator little room to 
wander, taking their reader-spectator with them on their presented path.  
On the contrary, Esther Hover’s False Positives (2017) is a photobook where the 
author-artist explicitly looks for a wandering attitude of the reader-spectator. The act of 
walking, like the rhizomic structure, has the ability to look for alternative interpretations of 
the same structure and thereby resisting expected behavior. Madeline Gins and Shüshaka 
Arakawa argue that architectural interventions expect behavioral patterns: Hovers’ expected 
behavior is the wandering reader-spectator who gets lost in her pages. The relation between 
architectural space and the medium of the photobook is one that mostly holds up, as both 
provide a structure to their audience that their audience can move around in. However, the 
freedom to move around in the photobook is much greater than in a physical space. The 
reader-spectator can skip entire chapters or close the book at any time, where in a building 
the pedestrian at least has to walk out the front or back door. The Situationist collages by Guy 
Debord and Asger Jorn can be placed in between the architectural space and photobook; 
Debord and Jorn try to visualize the many different ways their collages can be read, 
undermining that there should be only one way.  
It is difficult to look further than the personal resistance that the author-artist wants to 
attempt, however. The resistance act that walking enables is often politically charged: Hovers 
critiques the lack of privacy of pedestrianism in public space in European cities by making 
her reader-spectator look at pedestrians whilst walking through her pages. Debord’s and 
Jorn’s collages do not evoke an additional reading, but cause the spectator to follow all the 
alternatives presented to them. Constant Nieuwenhuys’ New Babylon is an example of how 
the Situationist practice could be actualized further than an mindset. In this light, Hovers, 
Debord and Jorn, and Constant notably ask of their audience to employ the act of walking in 
one particular way: theirs. When demanding from the spectator to use walking as tool to 
resist social structures however, the spectator continues to remain part of a structure. Hovers 
expects her reader-spectator to display a wandering attitude. In doing so, the reader-spectator 
conforms their experience to Hovers’ expected movement. The act of walking as resistance 
tool can be achieved by the author-artist, but the reader-spectator remains in the position 
where they need to follow the presented path through the landscape of the narrative. Even 
when ignoring the presented narrative, the reader-spectator is aware of the margins of the 
photobook. As such, the reader-spectator can’t resist the structure the author-artist has set up 
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for them, but they can through consuming the work of the author-artist resist the structure 
this work is against. 
 The reader-spectator as wandering subject through the medium of the photobook, 
although physically able to turn the pages in any sequence imageable, remains subjected to 
the intent of the author-artist. It is exactly this physical ability to turn the pages that causes 
me to research the medium of the photobook more thoroughly in the third chapter, as in this 
movement remains to lay an inherent freedom of reader-spectatorship. To analyze the 
photobook as a medium, I have compared it to the medium of the slideshow. Hovers’ False 
Positives, but also Nan Goldin’s The Ballad of Sexual Dependency (1986) and Marcel 
Broodthaers’ A Voyage on the North Sea (1974) all take the shape of both photobook and 
slideshow. Eva Ehninger underlines that media that project their image (the slideshow, the 
film) embody their spectator’s experience, causing their spectator to remain static and as 
such, the spectator only introspectively walks along with the presented narrative. The 
freedom of wandering through the slideshow can be attributed to the artist only. The artist is 
in the position to change the sequence of the slides continuously, thus creating different 
contexts and refusing a final version of the artwork. Broodthaers’ A Voyage on the North Sea 
plays with this aspect of finality as this artwork is both slideshow and photobook, thereby 
conforming the fluidity of the slideshow to the finality of the photobook.  
The photobook as medium is an inherently final medium from the author-artist’s 
perspective: once the author-artist has sent the project to the printer’s, nothing can be 
changed. However, the reader-spectator has the freedom to–tactilely, privately–browse 
through the photobook and make any sequence of image possible. Where the photobook is a 
final product from the author-artist’s perspective, this enables a fluid, ever-changing and 
individual experience for the reader-spectator. The slideshow spectator remains to be 
objected to the changing slides, unable to linger, stop the slideshow or create personal 
connections between the images. It is this in this difference between the spectator experience 
of slideshow and photobook where I locate the aspect of walking and wandering in the 
medium of the photobook. It is the same difference between the media that causes Hovers to 
favor the medium of the photobook over the slideshow when presenting False Positives, as 
she expects their reader-spectator to create their own subjective experience. She wants her 
reader-spectator to “get lost in the pages, and to make their own patterns and montages out of 
the pages of the photobook” and is thus explicitly looking for the wandering reader-
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spectator.”134 Walking as metaphor for active reader-spectatorship functions as interpretative 
approach to describe the subjective experience of making one’s way through the pages of a 
photobook–not only through Hovers’ photobook, but to a certain extend through all 
photobooks. Returning to the introduction and my initial encounter with photobooks–opening 
their cover to randomly turn the pages to see what lays inside–it is here that lies the complete 
free and wild wandering attitude. The act of walking is can be interpreted as inherent to the 
medium of the photobook, as the hands of the reader-spectator turn the pages of photobook 
should not be underestimated: it is in this so-called invisible action that the landscape of the 
photobook is discovered. 
 
Finally, I highly recommend you to make your own, individual subjective way through the 
photobooks discussed in this thesis, although I have tried to portray the photobooks discussed 
as best as possible in the appendix. In doing so, you can decide how to move and wander 
through the presented narrative as landscape. This thesis aims to resonate with you, like 
undertaking a walk during which you open up to revelations that stay with you for longer–
hopefully until the next time you open a photobook. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                        
134 Conversation between the author and Hovers, 12 June 2018.  
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Appendix 
 
             
Fig. 1 Eva Bertram, auf laken, 1998 in 2                 Fig. 2 Eva Bertram, kind + kugel auf blau, 1999 
Ein Kind, 2010, front cover image.                    in 2 Ein Kind, 2010, pp. 6-7. 
 
             
Fig. 3 Eva Bertram, puppenschlaf + slipe                Fig. 4 Eva Bertram, telefonieren, 2007 in     
inlagen, 2003 in 2 Ein Kind, 2010, pp. 30-1                 2 Ein Kind, 2010, pp. 84-5.     
 
                     
Fig. 5 Eva Bertram, wachs, 2007; fell galant,            Fig. 6 Eva Bertram, 2 Ein Kind, 2010, back  
2008, in 2 Ein Kind, 2010, pp. 102-3.         Cover image. 
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Fig. 7 Vanessa van Dam and Martine Stig, Stories of   Fig. 8 Vanessa van Dam and Martine Stig, Stories  
Mr. Wood, 2004-6, front cover image.    of Mr. Wood, 2004-6, pp. 2-3.   
 
   
Fig. 9 Vanessa van Dam and Martine Stig, Stories of  Fig. 10 Vanessa van Dam and Martine Stig,  
Mr. Wood, 2004-6, pp. 4-5.     Stories of Mr. Wood, 2004-6, pp. 20-1.  
 
   
Fig. 11 Vanessa van Dam and Martine Stig, Stories of  Fig. 12 Vanessa van Dam and Martine Stig,  
Mr. Wood, 2004-6, pp. 22-3.     Stories of Mr. Wood, 2004-6, pp. 30-1.  
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Fig. 13 Vanessa van Dam and Martine Stig, Stories of  Fig. 14 Vanessa van Dam and Martine Stig, 
Mr. Wood, 2004-6, pp. 130-1.    Stories of Mr. Wood, 2004-6, pp. 132-3.  
 
        
Fig. 15 Vanessa van Dam and Martine Stig, Stories of  Fig. 16 Vanessa van Dam and Martine Stig, 
Mr. Wood, 2004-6, pp. 138-9.     Stories of Mr. Wood, 2004-6, pp. 244-5. 
 
   
Fig. 17 Vanessa van Dam and Martine Stig, Stories of  Fig. 18 Vanessa van Dam and Martine Stig,  
Mr. Wood, 2004-6, pp. 246-7.     Stories of Mr. Wood, 2004-6, pp. 262-3. 
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Fig. 19 Vanessa van Dam and Martine Stig, Stories of  Fig. 20 Vanessa van Dam and Martine Stig,  
Mr. Wood, 2004-6, pp. 264-5.     Stories of Mr. Wood, 2004-6, pp. 274-5. 
        
   
Fig. 21 Vanessa van Dam and Martine Stig, Stories of  Fig. 22 Vanessa van Dam and Martine Stig, 
Mr. Wood, 2004-6, pp. 334-5.    Stories of Mr. Wood, 2004-6, pp. 340-1.  
 
   
Fig. 23 Vanessa van Dam and Martine Stig, Stories of  Fig. 24 Vanessa van Dam and Martine Stig,  
Mr. Wood, 2004-6, pp. 348-9.    Stories of Mr. Wood, 2004-6, back cover.  
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Fig. 25 Esther Hovers, False Positives, 2017,              Fig. 26 Esther Hovers, False Positives, 2017,  
front cover image.                 cover; p. 1.  
 
     
 Fig. 27 Esther Hovers, False Positives, 2017,     Fig. 28 Esther Hovers, False Positives, 2017, 
 pp. 2-3.          pp. 4-5. 
 
            
Fig. 29 Esther Hovers, False Positives, 2017, pp. 6-7.           Fig. 30 Esther Hovers, False Positives, 2017,  
          pp. 10-1. 
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